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Introduction 


The entertainment industry relies on 
the narrative pull and believability of 

a character, and that character starts 

its life in the hands of a concept artist, 
With a need for powerful and flexible 
tools to create these unique and refined 
character designs, the popular method 
of choice among concept artists in the 
industry is digital painting in Photoshop. 
Offering not only the advantages of 
ease and speed, but also the ability to 
dramatically alter the colors of your 
image and use custom brushes to 
create impressive and credible textures, 
it really is an extraordinary outlet in 
which to hone your creative skill set. 


Browsing through the most impressive 2D 
character concepts online, as well as in 
books, films, and games, you will find a vast 
variety of designs in many different styles. 
So how do you begin to find the right style 
for you and put your ideas into practice? 
Figuring out the way your characters will 
look and act is definitely not an easy task. 
Shapes, coiors, textures, and values are an 





important part of character design, holding 
the power to dramatically change the mood. 
narrative, and those all-important elements 
that make a character recognizable. 


To guide you through your creative learning, 
we have gathered a selection of skilled, 
professional digital artists to lead you through 
the fundamentals behind digitally painting 
characters. At the back of the book you'll find 
an invaluable glossary written by the brilliant 
Bram “Boco” Sels, covering all the essentials 
to get you started — plus you can refer back 
to it while reading through the more detailed 
project overviews that the book has to offer. 


From setting up your interface and tools 
with characters in mind, to in-depth creative 
workflows packed full with top tips and 
advice, Beginner's Guide to Digital Painting 
in Photoshop: Characters provides a 
definitive resource for anyone on the path 
to becoming a digital character artist. 


Jess Serjent-Tipping 
Deputy Editor, 3dtotal Publishing 
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Getting started 


Find out how to successfully set up your 
workspace and functions in Photoshop. 


Learning how to use Photoshop for character design can be 
daunting. To get you setup and ready to start painting, Benita 
Winckler will guide you through the features, tools, and useful 
functions that will become a staple in your workflow. In this section, 
Benita will give a breakdown on setting up your canvas and 

layers ready for painting, overcoming a blank canvas, creating 
your own brush library, and defining your color palette, all of 

which will provide a solid foundation for the tutorials to come! 





me" Yl = 
ae Rm 


Pa 


— 





In this introductory chapter we will 
look at Photoshop CC and how to use 
it for character design. If you are a 
traditional artist (beginner-level or with 
some experience), but you have never 
really worked with the software before 


perfect! You are in the right place 


Before we begin, let me say right away 
Photoshop is a massive program 

On first sight it can be a real beast 
(although a nice one), Mastering all of 
its powerful features up to the very last 
button will not happen overnight. We 


are in here for results though, right? 


We'll start with a character that has 
already been developed and use it as 

an example to set up our document for 
the actual painting process. The next 
steps will give you a solid overview and 
foundation for the tutorials that will follow 


in this book. Here is what you'll need 


* basic knowledge of drawing traditionally 


* Photoshop CC — if you have an older 
version, say CS5, that will work as 
well, it's just that the example images 


here might look a bit different for you 


‘a good graphics tablet, preferably one 


with a high range of pressure sensitivity; 


but for now simply use what you have 








a bit of creative madness (very usefull!) 
You will learn how to 

set up your canvas 

set up your layers for painting 


create your own brush library 





define your color palette 
The splash screen of Photoshop CC 
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This is how the interface of Photoshop will look, with the workspace set to default Essentials 
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(currently selected: the Move tool) 


00 


aN 


4 


Panel column with tabbed panel groups 


s 


‘ 


Panel menu icon 


AS, 
4 
7. 
+. 
& 
e 
2. 
T 





Looking at the interface. The Options bar shows the options for the currently selected tool, in this case. the Move tool 3 


Window Help 


Workspace 
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Adjustme ats 


Brush Pregets 
Channels 
Character 
Character Styles 
Clone Source 
Color 
Histogram 
History 
Info 
Layer Comps 
jayers 
Measurement Log 
Navigator 
Notes 
Paragraph 
Paragraph Styles 
Paths 
Properties 
Styles 
Swatches 
Timeline 
Too! Presets 


AOptions 
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Opening a new panel to be included 
Note that open panels are ticked 


lf you want to open the Brush panel, simply 
go to Window > Brush (image 03b) and 

the panel will attach its icon to the column 
as yOu Can see in image O3c. If there is a 
check mark next to the option it means the 
panel is already open in the panel column 
tabs. Click the arrows to minimize and 

click the panel icon to toggle hide/show 
(image O03c). To close the Brush group 
panel, click Close Tab Group (image 03d) 


Depending on your needs, you will either 


want to create a file for screen purposes or 


Toggle “hide/show” 


Minimize 
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& Click the arrow icon to minimize a panel 


Brush Tip Shape 
Shape Dynams 
Scattering 
Texture 
Dual Brush 
Color Dynamics 
Transter 
Brush Pose 
Nose 
Wet Edges 
Build-up 
Smoothing 


Protect Texture 





& Closing the Brush panel/panel group 


for printing. At the start of a project you might 
not always know if you'll need a print version 
later on or not. Keep in mind that if you 
create and polish your character in screen 
resolution (72 dpi), you will not be able to 
print it in high quality later on (image 04a) 
High-resolution print documents (300 dpi) 
however, can be converted into screen or 


web resolution easily without loss of quality 


Let's create a screen-resolution file (I'll 

explain the print preset as well, so you can 
decide on the output resolution you prefer 
for your artwork). In the top menu bar click 


File > New, then in the dialog box, select 
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Reset All Locked Settings 


Close 


Preset: Web and assign a name (or do 


so when saving your file). We will create 

a Standing character, so we need portrait 
dimensions. Alter the default values to 600 
pixels for width and 800 pixels for height 
The Preset changes to custom, indicating 
custom-sized dimensions. Leave the other 


entries untouched and click OK (image 04b) 


For print resolution, select Preset 
International Paper, which gives you an A4- 
sized document at 300 dpi (image 04c). Your 
new document will appear. Click File > Save 
As: keep the default file format of PSD. Use 


the Zoom tool (Z) to navigate (image 04d) 
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Height 800 Pixels : ' 
Resolutiong 72 Pixels/Inch > 
ColorMode: RGB Color = 8 bit > 


Background Contents: White ° Image Size: 


1,37M : 
Advanced 
Color Profile: sRGB IEC61966-2.1 - 
Pixel Aspect Ratio: Square Pixels - 


Web/screen settings 
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Name: Untitied-1 
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PreSet: International Paper > Cance WS. 
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Width: 210 Millimeters $ 
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Height: 29 Millimeters 


Resolution: 300 Pixels/Inch 3 





ColorMode: RGB Color = 8 bit : 





Your new document (size 600 « 800 
Print settings pixels) at 100%. Try using the Zoom tool (Z) 
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Maintain proportions 
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Transform the sketch layer (Ctri+T) DE 
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Enlarging the scanned image. To maintain proportions, hold down Shift while dragging the anchor points, or activate the chain icon tele 
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4 Cropping or extending your canvas 07 





Step 06 very intultiv ove it {can be used for cropping as we 
’ r Canvas as extending your canvas (image 07) 
-rop tool 
The goal for the next stery to practice \ Lets see how it works. Seiect the Crop tool 
how te My and paste the content of one (keyboard shortcut is C), mark the preferred 


® int +h — oe ' ' c 7 en . dat : +h. 
document into another and how positio step 07 area for your canvas with a Marquee 











the material on your Canvas Ve are going Selection (the box that appears when 
to need this technique in the next chapters you drag the Crop tool over your canvas 
Right now our canvas is portrait in marking out the area that will be left when 
To open a scanned pencil drawing go to rientation. For one character. this isa you confirm to crop), then grab the anchor 
File > Open and select the entire new fil jood choice. But what if we want to change points anc precisely drag them around until 
by hitting CtritA. The ny the ntent he dimension iater on tn the paintina you are happy with the new dimensions. If 
| that selectio tri¢ Activate the first roces >we decide that we need you confirm by hitting Return (or clicking on 
tab (main document) to bring it to the front more space to the left of our character the check mark icon in the top menu bar 
hen hit Ctrl+V to paste everythina in ind less space at the bottom? Or maybe the new canvas dimensi will be defined 
we want to switch dimensions completel 
Now ending on the s f your ind turn the portrait canvas into landscape Pixels outside the Marquee selection wil 
scannesc character, it may appear too big to display the same character severa appear grayed out and will get deleted if 
r too small on your nvas. Hit Ciri+T times on the canvas, with each flaure the checkbox for Delete Cropped Pixels ir 
t ict ite the T form too! and - v ring a variety of ¢ the top menu ba neck Y ous ecked 
19 the anchor points to scale and Photosht 1p will turn your crop into a layer 
OSI yU KBICH layer ar m ror a very intuitive way to resize your where the cropped pixels lie safely hidden 
ee imaae b). The é simply he Crop tool. You'l outside y visible frame. To enlarge the 
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canvas, simply drag the anchor points 
outside the original canvas size and 


confirm, then save your file (Cirl+S) 


If you want to work quickly and efficiently 
you need “Actions”. Without Actions, it wil 
take 10 times as long to do the simplest 
things and this can really kill off any creative 
momentum, We should be happily painting 
and not search-clicking, “Now where was it 
in the Edit menu or in the Layers panel? 
The solution: for every important task we 


regularly need, we will create an Action 
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and assign it a shortcut key. So instead 
of having to learn whole menu structures 
by heart, we reduce the hassle to the 


simple click of one button. Sounds qood? 





Okay, here is the downside: You will 


Actions panel menu 


History Actions 

¥ © ow fm Default Actons 
1 New Set ¥ _} > Vignette (selection) 
lal > frame Channd - 50... 
Wood Frame ~ 50 pi... 
Cast Shadow (type) 
Water Reflection (ty... 
Custom RGB to Gra... 
Molten Lead 
Make Clip Path (sele... 
Sepia Toning (layer) 
Quadrant Colors 


2 New Action 
3 Start Recording of Action 


4 Stop Recording of Action 


Save as Photoshop ... 
Gradient Map 
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Steps to create shortcut Actions i): 


Cancel 





New Action | 


have to create those Actions and you will 


have to learn the buttons you assign to 
Name: Action 1 


o 


them. But create once, enjoy forever! 


{> 


Cancel 


Set: Benita’s favourites 


You can create Actions for your favorite 


; x tasks such as Flip Canvas (very useful to 
Function Key: None = : 


check the balance of your composition with 





Color: the push of a button), Flip Layer, Rotate 
F? Layer, Merge Layer (needed all the time) 
F3 and Rotate Canvas. Assigning them to 
F4 Function keys (F4, F5, F6, and so on) 
FS means they are comfortable to reach 
F6 
F7 —-—_—___ Assian a short key for the Action _ , 
FS feat io get some practice, let's create 
FO a simple Action for ourselves. You 
FiO will see that it's fast and easy 
Fll 
Fi2 Say we want to create an Action for flipping 
A The aw < a 7 
he New Action dialog pop-up 08b- the canvas. From the top menu bar 


select Window > Actions, and a panel! will 
History Actions open up showing a default set of Actions 
¥ = See pega called Default Actions. We could add our 
¥ 8 > Vignette (selection) new Actions to this default set, but it is 
ica} Frame Channel - 50 pixel 
Wood Frame - 50 pixel 
Cast Shadow (type) Click the folder icon (see 1 in image 08a) 
Water Reflection (type) to create a new set (this will hold our new 
Custom RGB to Grayscale Actions) and name it. Now we are ready to 
Molten Lead create an Action in our new set. To create 
Make Clip Path (selection) the Action, click on the small page icon (see 
Sepia Toning (layer) . 2 in image 08a) or select New Action from 
Quadrant Colors the Actions panel menu. A pane! will pop up; 
Save as Photoshop PDF name the action “Flip canvas horizontal 
Assign a function key that you would like 


Ss 


more organized to have our own set 
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to use for this command (you can always 
alter the Action later) and hit Record (image 
O8b). The dialog box will close and a little 
red dot in the Action pane! will indicate 


that we are recording (image 08c) 


Now do exactly the steps that you want to 
record. For example, from the top menu bar 
select Edit > Transform > Flip Horizontal 


(the image will be flipped). Next hit the 


> 
> 
> 
> 
> 
> 
> 
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stop symbol in the Actions panel to stop 
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recording (image O08c). That's it! If you 
accidentally recorded some other steps 
with it, you can delete the Action and start 
Click here to stop again fresh, To delete an Action click the 


Now we are recording small trash bin icon or do so via the Actions 





panel menu. To play your new action 


a Th $ aC 08c 
rlhcnindces alkvseyec Ios simply, hit the function key you assigned 


Overcoming a blank canvas 


How to generate ideas and take them to the next step 


by Benita Winckler 
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We now have a basic understanding 
about the workspace and feel comfortable 
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about handling our canvas. We have 
also gained knowledge about how 
to copy and paste content between 
files (we will need this soon). 


In this chapter, let’s do a bit of time 
traveling and go right back to the 
Starting point of any character design! 


“Some projects will 
demand a highly polished 
result, while for other 
projects a number of rough 
sketches will be sufficient” 


Step 01 

What does the client need? 

What do we need in the beginning? A 
concept. If we are working as a character 
designer for a client they will give us 


the necessary descriptions along with 


~~, 


the guidelines for the preferred style of 
the illustration. We will also be given 
additional information such as whether 
the design will be used as reference for a 
3D model! later on. The more information 


we receive at this stage, the better 


Depending on the general purpose of your 





illustration, some projects will demand a 
highly polished result, while for other projects 


; 01 
a number of rough sketches will be sufficient & An eerty concept | 
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4 An example of a mood board to refer to when selecting elements 
for your character design 


Another factor to consider is how to 
communicate your vision and ideas 
effectively. Conveying moods and feelings 
rather than technical ideas, for example, is 
better done in color (we will discuss this in 
laler chapters — see pages 36 and 74) 

The concept shown in this chapter was to 
create a realistic figure of a time-traveling 
agent — think Dr, Who mixed with Mary 
Poppins, but more modern and a bit crazier 


a foxy eye-catcher who would get noticed 


Step 02 

Creating a mood board 

You have read the brief and all the 
information; you have some ideas floating 
around in your mind. Now it’s time to fill 
your head with inspiration. Photoshop is a 
perfect tool to assist you. Simply capture 
all your material in an extra document and 
name it “mood board’. Collect reference 
images: everything that inspires you — fron 
pictures 


for costume parts and important 





ayers Pane! Options 





4 The layers’ thumbnail size can be changed via the pane! menu 


details of the surroundings, to equipment 


a Om 


How to use clipping masks 


and supporting accessories, and anything 
that visually describes your idea and helps to 
communicate your vision. Look for unusua ng Mask iS a taver tne 
combinations and follow your instincts to nother layer, being 


Sometimes you will get inspiration from xi ze of the 


unexpected areas; combine and experiment! 


For the example character of a time- sate a new | 
traveling agent, | collected various images 
of old suitcases (visually indicating the it clipped 

travel aspect). | looked at images of stacked to any numbe 
stewardesses, pin-up girls, and women tri+Shift+G again al 


in uniforms for example (image 02a). As be released, showing 


orwinal taver in its 


a source for references, everyone knows 





Google, but be careful with copyright. To be 


safe, check out http://freetextures.3dtotal. 


com, or www.cgtextures.com. Also ots of layers, Select a layer from the 
lake your own pictures to build your th se the If 1orm t 
personal texture and reference library! Move too range everythin 

To delete a layer, right-click it in the 
To create a mood board go to File > New panel; select Delete Layer. To change your 
(Preset: Web, say 2500 x 3500), and copy Layers panel's thumbnail size 1 Par 
and paste the elements into it. You will get Options from its panel menu (image 
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— New document for experimentation 


Select Brush tool 


Adjust the Brush size 


Choose any brush you like 


SPO N EARP! 





Open a new document 


In the next step let's get some sketching 
practice! We will start with a basic drawing 
to get things going and later look at 

some useful techniques to help break 

up the white canvas background 

Select File > New (Preset: Web and 
1600 x 1200 pixels) and Save the file 

as “suitcase.psd". This will be our new 
canvas for experimenting on. It's good 
practice to get in the habit of saving often 
and in numbered versions; this is so that 
you Can go back to your last version 


ust in case something goes wrona! 
} } 


In the workspace drop-down menu 





we Nave easy 


select Painting, so 


access to the Brush panel (image 03a) 


YW stead of sketching « ative ¢ 
Now instead of sketchir g directly on Create a new layer 
the white canvas background, we will 


use a new layer for our line art 


Create a new layer © 


In the Layers palette create a new layer 
You can do this by either clicking on the 
new laver icon or selecting a new laver via Delete layer 
the Layers panel menu. You can delete 


layer by clicking on the trash bin icon. New 





layers are transparent, which ts indicated 


, er ; Create a new layer for the line art 
by the checkered pattern (imaae 03b : 


To continue with our example topic of a 


time-traveling agent, let's sketch the line art 


4 a Suitcase. It is a simple shape, nothing 


challenging. so you can fully concentrate 


on how to use Photoshop. Select the Brush 


tool (B). Select any brush and set its size to 
something small, such as 3 pixels (see image 
U3a), and from the color swatches palette 

pick black by clicking on it. Now on your new 


layer you can Start sketching (image O3c) 


“To move a layer, grab it in 
the Layers panel and drag 
It to its new position” 


Step 04 


Let's go through a simple layer setup for 
our painting. We have our example sketct 
on the new layer, with a white background 
canvas. Why did we sketch on a nev 
layer? Because we want to be able to 
use Our Sketch as a guideline, so that we 
can paint on the layers below it easily 
Next create a new layer for painting. If 
needed, move its position in the layer 
stack between the background canvas 


and the line art layer. To move a layer 


Line art 
(checkered 
pattern indicates 
transparency) 


Double-click 
to turn “Background” 


into a normal layer a 
o Lope 0 





& The checkered pattern indicates 
transparency 


grab it in the Layers panel and drag it to 
its new position, The bar Kground canvas 
itself cannot be moved (indicated bi 
lock symbol): to turn the backgroun¢ 


into a normal layer, sin 


itin the Layers panel (image 04a) 


When bringing in a scanned drawirk 


Photoshop will give us an opaque white 


layer with the sketch on it. blocking the 


sight i everyin ng else 0 get rid of all 
7a 
> 
ly 


& Sketch of a suitcase right on the new layer. Use the Eraser tool (E) if needed 


Adjustments 


4 Layer setup for scanned drawings 


» white areas and to only have the 
actual dark line art visible, you can use 
the Layer blending mode called Multiply 


It will do the trick! All white pixels of that 


transparent 


To do this, select the layer in the Layers 
panel, then in the Layers blending 


mode menu (the field where it says 





Normal), se 


ect Multiply (see the red 


circled parts in image 04b below) 
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M Blending Options 
> General Blending 
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& The Layer Style menu: a wondrous tool that we don't need for now 
but that you can use to change settings of blending modes in 
Coan fn 
otep 05 to hit exactly t | hat the brushstrokes’ opacity 
' t F e-name } i } , j e paint } 
ur ver stack | ne aintna t f the 
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tet 1 ¢ Gee ee 
Experiment with the Opacity for your brush 


Right-click to open Brush menu 
(works for eraser tool as well!) 
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Eraser tool (“E”) 
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Layer for basic painting 





& With the Brush (or Eraser tool) selected, right-click on your canvas to open the Brush menu 





for your character's important item 
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New Group 
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4 Adding texture to the suitcase 


oG 


iA Y 


provides us with the ground for working 
Reduce opacity of texture ~™" 
- — 


in both lighter and darker values 


Try different layer modes 
From the tool menu on the left of the screen 


Texture is clipped to layer below | 


select the Paint Bucket tool (shortcut G). In 
the Layers palette activate the background 
select a nice brownish gray from the ‘ Ry ye : 

‘ , hy? 
swatches (not too dark, not too saturated) 


and fill the background by clicking on it 


Next, activate the paint layer (between 
the canvas and line art) with a click in the 


Layers palette. Select a slightly darker value 





and paint the basic shape of the suitcase 

The result could look like image 06a 4 Clipping the texture layer. Note the smail indent in the Layers panel indicating that the layer is 
now Clipped to the layer below it 

Define the light source and light direction 

In our example the light comes from 

the top-right. Select a lighter brown 

from the swatches for the areas that 


will receive light (image 06b) 


Next we will break up the CG look by 
bringing in a texture. As an example 
we will use a photographic leather 
texture taken from the free library at 


http://freetextures.3dtotal.com 


Now for the textures, we'll create a clipping 
mask so that our texture will be clipped to 
the exact boundaries of the painting of our & Layer mode set to Color Dodge 
suitcase area. Clipping masks on layers 
are really helpful whenever you are working 


with individual elements in a painting 


Copy and paste a leather texture on a 

new layer above the suitcase painting, but 
below the line art. Transform and rotate 
the layer as needed (Edit > Transform or 
Ctri+T). Select the paint layer, as this is the 
layer we want to apply the clipping mask 
to, and then from the Layers panel menu 
select Create Clipping Mask (image 06c) 
Now the texture will only be visible in the 
boundaries of the suitcase outline; the 


rest will be clipped/deleted (image 06d) 





For a smooth effect we'll have to adjust a Layer mode set to Overlay. It looks like a good choice; the result is not too light and not 


; too obtrusive 
the texture a bit more. First, reduce the 


opacity of the texture layer. Now, to further background and the st 


Ve 


Adjust the 





Layers Channels Paths 
nd — i oe ee © 


blend the texture with our painting, we pacity for a subtle effect and erase and 


will try some of the layer modes. The re-paint the floor as you like (imaae 06h 
best effect will depend on the overall > Opacty: 65% “+ 
lightness or darkness of your texture = 

r 


: 100% 


Next we want to cover up our line art 
mage 06e shows a layer mode with the by painting over it. To do so. add a new 
texture layer set to Color Dodge (which is aver on top of the line art layer. To 
a little too bright for our purpose), while achieve a coherent look, bring in some 
image O6f shows the effect with the layer if the colors of your background to your 
mode set to Overlay, which is just what main object and vice versa, Use the 
we are looking for! Experiment with the Eyedropper tool (|) to do the color-picking 
other layer modes as well (image 06g or use the Color Picker image O6h). Tif 


i] 
» Quickly switch between the Brush tool 
and Eyedropper tool, use the Alt key 


In the next steps you could add a basi 
y 





texture for the floor layer as well. There Textures are a great way to aet a painting 

will be no need for a clipping layer 10iIng {or to add some final touches) 

Instead, simply copy and paste a texture However, don't rely on them too muct 4 Aselection of layer modes. Try to find a 
in, so that the new layer lies between the bring in your brushwork as well! mesciceedincsennittllenateite, seaeihactet 
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4 You can select the colors via the Color Picker tool as shown, A “high voltage” sticker texture is added to the suitcase via Color Dodge | 06h | 
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iOW tO Organize your Drusn sets for a faster WorkTiow 


by Benita Winckler 


If you want to work efficiently, a well- 
equipped and organized brush set is 
essential. Certain brushes are more 
suitable for particular tasks than others. 
On the pages that follow, we will discuss 
how to use the Brush panel and how to 
save a set of brushes of our own. We 
will also look at how to create custom 


brushes for various purposes, such as 





for painting the skin of our character. 


You can see other uses of custom 


brushes on pages 154 and 156 4 Use custom brushes and textured brushes to bring “life” into your artwork |} 93 
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& Look for the little icons — some brush features can be accessed in more than one place! D2: 


“If we want to create a 
believable character, we 
need to somehow get rid 
of that clean computer 
look. Custom brushes (and 
textures as well) can really 
help with this!” 


Step 01 

The challenge of working digitally 
Closely related to the brushes topic is one 
major challenge that digital artists usually 
need to face. The term “digital” already 
gives it away: it is the danger of creating an 
artwork that looks too computer-generated 
lf we want to create a believable character 
we need to somehow get rid of that clean 
computer look. Custom brushes (and 


textures as well) can really help with this! 


As always, the human eye loves a bit of 
contrast. So, if we try to bring in some little 
imperfections while painting, we'll be able 
to better mimic the features of the real 
world around us. As a result our artwork 
vill look more Convincing and also way 
more sensual. Think about putting a hint 
of dust or some scratches on an otherwise 
pristine surface to break up that CG 


perfection. The key is to aim for variation! 


Step 02 

Creating a new brush set 

Photoshop has a wonderful brush engine 
However, on first sight the panels can 

look confusing with the options to alter the 
brushes quite spread out (image 02a), Let's 


see where we can find the important parts! 


Looking at a fresh installation (in Painting 
mode), you will be presented with the 
default set of brushes in the Brush Presets 
panel (image 02b). Photoshop calls the 
brushes “Brush Presets” because for each 
brush displayed, a number of features have 
been defined, such as hardness, spacing, 


size. and Pen Pressure sensitivity 


We want to create our own set, then alter 
and create new ones, and importantly 
change their position in the list, so that we 
have easy access to the ones that we need 


most. Create a new brush set by selecting 





Save Brushes from the Brush Presets panel 


menu (image 02c). In the Save dialog box 
assign a name for your set and save it ina 
location that you can remember. Right now 
the set will hold a copy of the default brushes 


because we havent changed anything yet 


To get the defaults back, hit Reset Brushes 
in the panel menu, You can experiment with 
other brush defaults from the menu, too 
Either Reset or Append (you can choose 
between these two options in the dialog 
box once you hit Reset Brushes). The 


latter will add those brushes to your set 


Appending brushes can cause your list 
to grow quite big, so it is good to be able 
to arrange and delete brushes to make 
your brush library more manageable 


Let's see how in the next step 








New Brush Preset... 


Text Only 
Small Thumbnail 
Large Thumbnail 
Small List 
Large List 

¥ Stroke Thumbnail 


Preset Manager... 


Reset Brushes... 
Load Brushes... 






Replace Brushes... 


Assorted Brushes 
Basic Brushes 
Calligraphic Brushes 
DP Brushes 

Drop Shadow Brushes 
Dry Media Brushes 
Faux Finish Brushes 
M Brushes 

Natural Brushes 2 
Natural Brushes 
Round Brushes with Size 
Special Effect Brushes 
Square Brushes 

Thick Heavy Brushes 
Wet Media Brushes 


Close 
Close Tab Group 
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4 Select Save Brushes to create new set 
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We have saved our brush set, now let's Brush Preyertaan 


explore how to create new brushes and then 
arrange them for an efficient workflow. You 
can create new brushes by using the icon on 
the Brush panel! (image 03a). The new brush 
will hold exactly the settings that are currently 
selected. Assign a name and hit OK. The 
new brush will be added to the list (scroll 
down to see your new brush). In the following 
chapter we will explore the Brush pane! 
settings, and custom brushes in more detail 
For now though, just try creating a new brush 
by hitting the icon as shown in image 03a 

y 


Create a new brush 


Now let's discuss how we can 





rearrange and delete brushes. We 


will use the Preset Manager Create a new brush to be added to your set 
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Various ways to access 
the Preset Manager 


J 


Right-click a brush to delete or rename it 





Use the Preset Manager to manage your brushes: you can arrange their position, rename, or delete them 






Preset Type: Brushes 
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ss. <“_. a a Le 
-_—_ a * - 
& << 59 ~~ 2 + Bo | AN Reset Brushes.. 
> ee = = esr ‘> ; Replace Brushes... 
il 27 % ° 
q eee a —— 
2s 39 % Basic Brushes 
a a = . = Rr & ove tiie 5 pa Calligraphic Brushes 
50 4 * OP Brushes 
= Re « RE aay Peet 7 PP Drop Shadow Brushes 
Dry Media Brushes 
=, om ett Peta Pine noel 
. a a RT: rr % RP gage Faux Finish Brushes 
a Si pt * mee ws M Brushes 
; 37 33 Natural Brushes 2 
a) = — asin: z ee 4 Scania Natural Brushes 
es e 
» % Round Brushes with Size 
Se % % i 4 % Special Effect Brushes 
= -e wy ieee * he ig, wt Square Brushes 
x = 3 Thick Heavy Brushes 
. Meee Se _—  ——_ Wet Media Brushes 
xX 63 ° 
= = ————— ll TO ee 





4 Select Stroke Thumbnail from the panel menu to see an example of the actual brushstroke 


“Don't forget to save your 
altered brush set once you 
have made changes to it - 
it is easy to forget!” 


To rearrange the brushes, simply grab them 
and pull them to their new position. Explore 
various brushes to find your own personal 
favorites and then arrange them in a fashion 
that feels most comfortable to you. If you 
want to delete (or rename) a certain brush 
from your set, right-click and select Delete 
(or Rename) Brush (see image 03b). To 
see the actual brushstroke of our brushes 
select Stroke Thumbnail (see image 03c) 


Don't forget to save your altered brush set 
once you have made changes to it (see step 
02) — it is easy to forget! Also save your set 
if you want to reset your brushes or want to 
explore the other interesting defaults such 
as Dry Media or Calligraphic brushes 


* PRO TIP 


(¢ Phos lsReo site mis -nee)- mit me Mis cmesticiem yl 
the individual brush setting itself (Transfer 
Opacity Jitter: 0%: Control: Pen Pressure 


You can also do so globally for all brushes 


Via the icon in the top menu bar (see image 


below). If the icon is checked it will overnde 


all Brush presets and instead Pen Pressure 


will be used for all brushes. This is a great 


little feature; however, the really interesting 








trait hes in the Opacity slider itself. To have 
more contro! over your Drusnstrokes, you 
an globally set the opacity to a maximum 
yf 40 or 5 This way every brushstroke 
you make will gently blend into the whole 
and add to the painting. This can be ve 

iseful, especially if you work on delicate 
areas where you need soft transitions 


For bold design choices, however, make 


sure you sel the opacity back to 100% 
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4 Control the level of opacity of your brush individually via the Brush menu 
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4 You can alter the hardness of the basic brushes via the Brush menu. An oval brush tip can be useful for control 
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fuzziness but a hard edge 


Let me highlight one of the basic brushes 
that is particularly useful for character 
design! It is the solid hard-edged brush 
Why is this one useful? Because in the 


early design phases, you'll need a brush 


Hn hh & 


that assists you in making bold statements 


No fluff or fuzziness but a hard edge 


The trick is that it will force you to focus on 
the basic shape of your character design Fip X Mer 

Brush Proyectan 

are among the first things we notice and it Control the tip shape via “Pen Pressure” 


which is highly important, because shapes 


is vital to get them right (see the chapter 


on form and anatomy in the next section) 


Set Shape Dynamics to Pen Pressure 





to achieve a nice brushstroke (image 


04a); hard-edged brushes are ideal 4 Brush panel with settings for a simple hard-edged brush | O42 


4 Explore the silhouettes of your character. Use a hard-edged brush to find out which shapes are needed to tell your story As 


to explore the silhouettes of your t Image ayer Type Select filter 3D View Window Help 


character design (image 04b) ~ By Mode eS) opete: 100% =e = sx © cf 


rs 


Note: checking that button will set opacity to “Pen Pressure” for all brushes, 
regardiess of individual settings 


Good silhouettes are easy to read and 
this will enhance the effect your character 


has on your audience and aive your 
Brush 


viewer some visual clues about what to a a 
expect from your character. To achieve “ 
this, you dont need thousands of tiny 

little details. Keep it simple: reduce and 
enhance. Which features are needed to 


tell your story? Which can be omitted? 
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When painting characters, eventually at 
some point the topic of “how to paint skin 
will crop up. There is no secret formula for 
how to paint skin; however, some brushes 
will be better suited for the task than others 
Try to start with a hard-edged brush, either 
pressure sensitive or non-sensitive (image 
05a). Once the planes and the lighting Control the opacity (“Transfer”) via “Pen Pressure” 
are defined you can switch over to some 
speckled brushes (see image 05b on the 
next page) and finally you can go over 


the painting with a soft-edged brush to 





smooth out some of the harsh edaes Always use Pressure for opacity, When this is off. the Brush Preset controls the pressure || 05a 


Speckled brush for painting skin A 
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Use a speckled brush to further refine the skin O56 if you need to paint freckles, use a speckled brush at the final stage 05¢ 


"Unde Maina Doon bitte Cite? ; Skin is soft, but the underlying structure 
insinaidinicaa 4.9 , . ts not. It is a common mistake to start 
painting the skin with a soft brush, only 
to end up with a blurry, shapeless mess 
Keep in mind that the skin is just the top 
In the pop-up assign a layer of something that has volume and 


name such as “Hair_1" form. Always start with the idea that you 


are painting an object in 3D space. If you 
notice towards the end that your painting has 
lost its life, it could be due to the fact that 
you overdid it with the soft brush. Get back 
in there and bring in some brushstrokes, 

add texture, and do everything to avoid the 


clean CG look that we talked about earlier 


Also remember that a character's impact 
on the viewer will not depend on how 
many freckles we paint on the skin — don't 
over use custom brushes or rely on them 
as a foundation for your character. If you 


absolutely need to paint freckles, as your 





character close-up demands it, you can 


The process of how to create a custom brush 96 


use a special brush for it (image 05c) 
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Using a variety of brushes will lead to 
greater variation in our brushwork and it 
will help you to communicate the material 
you are painting better. Let's go over the 
process of how to create your own custom 
brushes, so that you can make your own 
brushes for special tasks. As an example 
we'll create a speckled brush suitable 

for (but not limited to) painting hair 


Create a new document (set to Web) 
and set its size to 100 x 100, keeping the 
white background. This will be the basis 
of our brush. We will now paint what 

will be the tip of our brush with black 


Everything white will be transparent. 
Select any brush with a small size of 1-3 


pixels. Now pul down some dots onto 


Add texture to the brush 


: 
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Depth 


™ Texture Each Tip 


Mode: Color Burn 


ay oe Play with the settings 


Minimum Depth 


Depth Jitter 


Control: Of 


serene s Name: ~~ 7> 7 
‘ og? bs 


Brush Name 


¥ Capture Brush Size in Preset 


Important: save the altered brush! 


OK 


4 To get a more natural look and to bring in some variety, you can add texture to your brush D6c 


the canvas. From the Edit menu select 
Define Brush Preset and in the pop-up 
assign a name: confirm with OK (image 
06a). The brush will now show up in 
the Brush Presets list (image 06b) 


Let's refine its settings so that we can 

use it effectively. As discussed earlier, it is 
important to get variety into your brushwork 
to achieve a vivid look. The texture setting 
is especially interesting here, as it allows 


you to add textures and variety to your 


brush (image 06c). If you want to paint fur or 
grass materials, you can create a brush tip 
consisting of smail strokes instead of dots. 
and then combine it with Scattering (above 
Texture in the Brush Presets panel). You 
can also enhance the effect by using the 
Shape Dynamics: Size Jitter/Angle Jitter 


There are many possibilities so | 
highly recommended that you try 
out the various brush settings. Have 
fun — and don't forget to save! 


Setting up your color swatches 


How to work with complementary colors, use the Color Picker, and convey moods 


by Benita Winckler 





In addition to technical concerns (such as 
how to work with complementary colors 
or how to set up color swatches), we also 
need to know about the psychological and 
physical effects that colors can have on 
us (consciously or unconsciously). What 
is the response we want from our viewer? 
Which colors convey a certain mood 
most effectively? We need to ensure 


that we communicate the right things. 


Step 01 

Some colors and their effects 

la shows an illustration of the 
pectrum of visible light. Let's break 
down to get a quick overview 

* Red is eye-catching, exciting, and demands 

itiention. Its a very active color. Hot 


agare and sensual. Think of glowing 


SSIVe 
ts, or poisonous fungus! 


blood, fru 


* Orange is an attention-qrabber, it's not as 
jemanding as red, but is still very warm 
ind can be associated with youthfulness 


{ 


in, ambition, and high energy 


Y faws attention and is associated 
vith optimism, happiness, sunlight, and 
rmth. But it is also used as a warning 


olor by some animals, such as wasps 


* Blue is cool and distant: you associate 


it with the Sky, air, and water. It can be 
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Visible light 


500 
nanometers 


400 
nanometers 






Ultraviolet (UV) 


& Color spectrum of visible light: warm red at one end, cool biue/violet at the other 


calming or sad; think of “feeling blue” 


or being “ice-cold” (image 01b) 


- Green is associated with nature 
health, and growth. It has a calming 


and relaxing effect (image 01c) 


» Violet is a combination of two very different 


colors: cool blue and fiery red. It can 


A The blue color scheme adds a cold 
atmosphere to the image 





600 
nanometers 


700 
nanometers 





infrared (IR) 





Toss 


be linked with solitariness, royalty, and 
spirituality. It can also be associated with 


mythical topics and otherworldliness 


We will explore the many effects and 
uses of different colors and color 
combinations further in the “Storytelling 
and moods” chapter of this book 


(see pages 74 and 76-78) 





4 The character is more approachable 
due to the warm. golden, green tones 


Color Picker: Adobe 


Interface 
HUD Color Picker DHue Wheel (Small) 
Syne Settngs odes 


Image Interpo&tion: 


Hue Strip (Smaf) 
Hue Strip (Medium) 
Hue Strip (Large) 


File Handing 
Seine Options 
Vursors 

Auto-Update Ops se elon ‘dei 
| ‘Beep When Dons sat print (large) ; 
[Vi Dynamic Color Siders 
iv Export Clipboard 
‘¥ Use Shit Key for Tool Switch 
¥\ Resize Image During Place 
v¥ Animated Zoom 

Zoom Reszes Windows 

| Zoom with Scroll Wheel 

Zoom Cicked Point to Center 
v Enable Flick Panning 
¥) Vary Round Brush Hardness based on HUD vertical movement 
v Place or Drag Raster Images a5 Smart Objects 
¥ Snap Vector Tools and Transforms to Pixel Grid 


Transparency & Gamut 
Unds & Rulers 
Guides, Grid & Sices 


Plug-ins 


Select the HUD Color Picker * 


History Log 





4 Setting up the HUD Color Picker 


Step 02 

Using the HUD Color Picker 

There are several options you can use 
to select your colors in Photoshop. 
One feature is the HUD Color 

Picker. Let's set up this feature 

In the top menu bar select the Edit menu 
and choose Preferences > General to 
open the Preferences panel. We want 
to look at the Hue Wheel, so select it in 
the drop-down menu (see image 02a 
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4 Exploring the HUD feature does take 
some practice 


above). To use the Color Picker feature. 
select the Brush tool (B), go to your 
canvas, and practice the following: 


* Alt+click the canvas to color-pick 
the normal way (image 02b). 


* Next try holding down Alt+click while 
hovering over the canvas. You will get 
the option to alter your brush size by 
moving/hovering to the left/right (image 


PVigeelie Mee a) 


} over Carivas 





4 Alt+hover-click allows you to change 
the brush size 





02c). If you move/hover up and down you 
can change your brushes’ hardness 


* Hold down Alt+Shift and click; the canvas 
will set a color sampler on that spot. To 
get rid of it again, simply click it another 
time with that key combination held down 


and it will be removed (see image 02d) 
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4 Alt+Shift+clicking the canvas will set a 
color sampler. Click again to delete 
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Open a beautifully colored photograph 
o use as a base. We want to copy the 
background layer to have something to 


go back to, so select All (Ctri+A) 





Ctrl+C), and paste (Ctrl+V). The new 


ayer will be used for the filter. Click or 


If instead of clicking the canvas directly the layer to activate it. and from the Filter 
you hover and click, the color wheel will menu in the top menu bar select Pixelate 
open (see image 02e). Keep all the keys > Mosaic (see image 03b). Depending on 
held down (also on your pen) and you the size of the blocks, you will get a good 
can move around the wheel to select a variety of the major important colors 


new color, while being able to see the 





color’s position on the color wheel. If you Experiment with the size, to get a suitable 
need to find a color that has the greatest result — that is. where you can Clearly see 
contrast to another chosen color, have a the tiles of separated colors to pick from 
look at its opposite position on the wheel (image c). Next pick your colors from the 
mosaic and paint your own palette (either 
f é focument, or directly on a new Brush selected and Alt+shift+hover- 
ete v8 vraeretilte tieparibes dneeriadil clicking it will open the HUD color wheel 


Color swatches are useful if you need to 
create your character within a certain given 
color scheme. Maybe your client has already Darkest dark 
given you a painted image with some colors 
for reference, and then you can color-pick 
from that (image 03a). Or maybe you were 
given some photographic references, to 
reate something that will have the same 
look color-wise. In this case it can be a Lightest light 
bit more difficult to do the color-picking 


One useful technique for creating color The darkest darks ang ' . t to note, as they are great to use for 
7 Eing the Mosaic Filter may cause you to lose some 
swatches from a photographic reference ' ifrom the original source to add to the color swatches 


maae is to use the Mosaic Filter, turning 





our photo yraphy into a mosaic 
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Create a mosaic out of a given reference image to achieve a basis for a possible color scheme. Play with the settings for the block size ‘ 





Tabi: Custom 
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4 Click on the empty slots to open the 
Color Picker and select a new color 





Due to the reduction of the colors, you might 
lose some pretty highlights and dark values 
(refer to image 03a), To add them to your 
color swatches, hand-pick them directly from 
the original photograph with the Eyedropper 


tool (1) and paint them on your palette 


Step 04 

Color swatches from index mode 
Indexed Color mode uses a color look- 
up table to create an image. It is a 
method for creating 8-bit, 256-color 
files. It is useful for saving disk space 


and creating web-based images 


Open your reference photo. To keep it 
simple, take an image of JPEG or PSD 
format. We will use peacock feathers again 
We will be messing around with this image 
in a second, so make sure you Save it under 


&@ new name so you can safely play with it 


What we want to do is extract a number 


of beautiful key colors, while omitting the 


4 Play with the numbers and watch the image change accordingly 


« oe gee 
Los. 





Where is our color table file? 


Important: change this to "Color Table” (".ACT)! 


superfluous ones, But this time we want to 
create a set of Photoshop color swatches 
from the image. Color swatches can then 
be loaded, saved, or even exported to 
other programs such as Illustrator 
From the top menu bar select Image > Mode 
> Indexed Color, In the pop-up menu enter 

a small value and watch how the image 
changes accordingly (set Dither to None to 
achiéve clear color shapes instead of dotted 
transitions) and hit OK (image 04a). To get 
our swatches from the indexed image, select 
Image > Mode > Color Table. In the pop-up 
menu you can see the swatches: hit Save 


assign a name, and hit OK (image 04b) 


Let's open our new Color Table (image 


04c). In the Color Swatches pane! menu 








4 To add more colors click the icon as 
shown above 


either click Load Swatches (to add the 
new swatches to the existing ones; image 
04d) or Replace Swatches to replace the 
existing ones with the new set. Note that 
you should make sure that in the pop-up 
menu you change the file type to Color 
Table (ACT), so that your new file will be 


displayed. Select your file and hit Load 
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4 Black-and-white sketch. It is useful to 
focus on the lighting first 


Channels Paths ¥ 


Layers 
pS Borns" 


Lock: of te | 100% FEF 


4 Repaint the colors of some areas using 
@ new layer with the blending mode set to Color 


Step 05 


Coloring the character 
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& The chosen color scheme: red, eleciric 
biue-turquoise, yellows, and chartreuse green 
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can see the effect of the final 





4 Adding the dominating color. The color 
layer is above the sketch layer, toning everything 


“Another really fun 
technique you can use 

is to invert the colors 

of your current layer by 
hitting Ctrl+l to give a 
photographic negative 
effect. If only used on one 
part of an area in your 
image it will give you the 
maximum color contrast” 


> new color 
NVhen you have finished, merge down that 


ayer (Layers panel menu > 


Merge Down) 


\ange the colors 


of an existing layer 


r to alter the colors for the whole image 


use the command Ctr 


+U. This will bring 
ip the Hue/Saturation dialog box (image 


O6b). You can play with the settings by 


he siiders to 


achieve some fresh 


deas for possible color schemes! 


Another really fun technique you can use 


S to invert the colors of your current layer 


by hitting Ctri+l to givé a photographic 
negative effect. If only used on one 


art of an area in your image it will give 


you the maximum color contrast 
haracter so you 


colors chosen 





k Use the Hue and Saturation command to play with the colors tele Final character 





t A children’s drawing of the character 








Establishing your 
character 


Discover key art theory techniques and top tips to present 
compelling and recognizable character designs. 


You now have the knowledge to set up your workspace and tools, but 
how do you go about designing a convincing character? In this section 
Benita Winckler will present some notably recognized theories linked 
to depicting a character. Starting with form and anatomy, Benita will 
then take you through character types, composition, storytelling, and 
moods, using images to demonstrate definitions and discuss the clues 
and tools behind communicating an effective character creation. 


Form and anatomy 


How to portray your character through the use of body types and gestures 


by Benita Winckler 





4 a A, \ 





The human interest in portraying 
characters has a long history, in some 
ways making character design an ancient 
art form. Nowadays artists have the 
mighty Photoshop available, but the basic 
problems of how to present a character 
in the most compelling and recognizable 
way still remain. To make a character 
design work, you need to consider 

many different aspects, including form, 
shape, posture, and facial expression. 


It's also important to understand that it 
all starts in the mind of our audience, 
The more we know about the clues 
and magic tools behind the art of 
communication, the more powerful 
and effective our creation will be. 


A character consists of much more than 





just his or her high-tech armor. if we can 








i< ’ > 

manage to scratch at the surface and 5 HEADS a Heads 
bring out what is behind the fabric, metal, 
or painted mermaid scales, then we can 4 The human figure is about 7—8 heads high as a guidline | 02 | 
show our viewer a real “person” and they 
will be able to make the connection. of us: for example are they a friend ora be that we are afraid of someone, or that 

predator? Strong or weak? Young or old we feel drawn to them. for example 
Step 01 
Form and anatomy When taking in the available information Looking at a baby, for instance, will 
Form is one of the first things we perceive about the worid around us. our brain starts triqger emotions of protecting something 
when looking al a character. Based on the io generalize: we run internal scripts and helpless, while looking at an image of a 
appearance, the anatomy, and the pose then certain responses are triggered. This powerful attacker will triqger feelings of 
we start to make assumptions on whal happens lightening fast and often without fear, awe, or antipathy. This all happens 
we can expect from the character in front our conscious awareness. The result can on a deep, subconscious level 
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Using shapes for character design 
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j nape | nN give y a Basic shapes can enhance the personalities of your character design. Triangles = dynamic ] 02a | 
sharp, dangerou = calm, friendly. soft. Squares = static, strong 
} 1f hore ? ré té —f 
f re re ta le 
+} ‘ ; ; 0} ‘ $5) ; 
‘ 4 La y 
if Snapes can't Dt jive ———- 
: . —_ 
to develop different 4 Combine basic shapes for new character ideas! Here, a round head shape (friendly) plus | o2b | 
some spikey triangles (possible danger) creates a rascally beastling 
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* PRO TIP 


Break the rules 


Playing with these shape stereotype: 
ana “breaking the rules’ car 
8) fresnness lg @M Bliciiseclet 
VWVhat about creating a feminine-looking 
male villain with iong hair and Gark 


eyelasnes fy a male-looking, strong 


Try angles on a female o 


sofi rounded forms on a make 


Step 03 

Differences in female/male portraits 
So, what is it that makes a male face look 
“male” and a female face look “female”? 


If you take a look at image 03a, the generic 
male has hard lines, angularity, features 

as if chiseled from a rock, a strong jaw- 
line, and a square chin. The female portrait 
shows delicate, rounded features, overall 
soft curves, and no harsh angles. 


To produce a male-looking portrait, draw 
the head shape a bit squarer and more 
angular, make the neck shorter and 
thicker, and add the Adam's apple. 


For a female head. draw the lines rounded, 
with less sharp corners. Her neck will 

be longer and thinner with soft curves 
instead of straight lines. The skin tones 
can be darker for the male, indicating 
rough features and a hint of facial hair; for 
the female paint the skin light and silky 


For your female portraits, paint the 
eyebrows in a fine soft curve. You can see 
the effect of masculine bushy eyebrows 
on a female portrait in image 03b 


For females paint the eyes more open 
and bigger than the males’. To enhance 
the female touch you can add eyelashes 
and eye makeup. For females paint the 
nose delicate with finer features 


Female lips tend to be fuller; however 


males can be equipped with beautiful 
lips and still look masculine 
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4 Generic faces in comparison, Notice the differences 


Step 04 

Facial expression and mood 

Unless our character is a very good actor, 
poker player (or has had lots of Botox 
injections that prevent the facial muscles 
from working), we will be able to tell his 

or her emotional state from the facial 
expression and the look in their eyes (image 
04). Are the eyebrows raised or furrowed? 
Are the eyes wide open or droopy haif- 
awake? Is the mouth relaxed? Smiling? 


There is a great variety of emotions, positive 
and negative, and our facial features will 
display them accordingly: happiness, 
pleasure, interest, disgust, anger, contempt, 
fear, and surprise, just to name a few. 





However it will help a lot if you don't just stick 


& Thick, bushy eyebrows for females will | 036 | 
create a masculine effect 


to these basics; instead try to invent some 
sort of context for your character — a story. a 


special situation that he or she is confronted 


~ wn ” 
po of a with — so that you can come up with better 
) t 7 T q ? fitting expressions with finer nuances 
me ,¥ y \ s 
_ > r [ “A look can be challenging 


, \ a > 4 ; or inviting; it can signal 
—K bys interest, involvement and 


as 
mm 
) 
ny 
») 
~\ 


warmth, fear, sadness; or it 
can seem brutally cold and 
intimidating” 


Step 05 

Eve contact 

How do you give your character that special 
look , which really brings them to life? 

Just as in the old saying, “the eyes are the 
window to the soul’, you can use the eves 

of your character to communicate how they 
feel and what they are thinking. A look can be 
challenging or inviting; it can signal interest 
nvolvement and warmth, fear, sadness; or 


{can seem brutally cold and intimidating 


lf you take a look at images 05a and 05b 
Dbeliow, YOU Can aiso see that a portrait 


of a character that is directly looking int 





the camera can have an intense effect 


on the viewer because of the connection 


that will be established — it addresses 





4 Depending on the intensity of the emotion, the whole face will be affected. stretched and and involves the viewer directly. This can 


twisted, by the expression ' 
be a useful trick so keep it in minc 


Eye contact! 
>= 





05b 


4 Characters who look directly into the camera can create an instant ] Osa 4 Hiding parts of the face behind a mask will obscure the expression 
connection with the viewer. Use this little “trick” to engage the viewer of its owner, causing the viewer to quess what lies behind it 





4 Cultural stereotyping 


Step 06 


Body types (somatotyping) 


Are body types related to special character 


0 
? According to Dr William Sheldon 


US osycholo 


psy gist who studied the vanety 


numan dDodies and temperaments, they are 
in the late 1930s he created his “somatotype 


system. Having taken pictures of thousands 


of people for analysis, he discovered 


three fundamental elements which, when 


combined together, make up all body types 





4 Some generic female body types 
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Sheldon 


calis his three somatotypes 
ectomorphic, mesomorphic, and 
endomorphic. Of 


course Wwe ai (men 


components 


But the easiest way to aet an idea of the 


variety of human physiques is by looking at 


the three extremes (see also image 06) 





* Ectomorphic 


long. thin imbs and 
thin muscles with low fat storage 


They don't build muscle easily 


* Mesomorphic: muscular, strong, with large 


torso. Predisposed to build muscle easily 


Endomorphic: wide hips, medium 
shoulders, with a medium bone structure 


They gain weight and store fat easily 





Trisrvage 


4 More categories for female body types 


Certain physiques carry certain cultural 
stereotypes. For example, mesomorphs 
(muscular) are perceived as popular and 
hardworking, whereas endomorphs (fat) are 
seen as being lazy and slow. Ectomorphs 
(bony, thin) are stereotyped as being 
intelligent but fearful, with a strong love of 


long-distance sports, such as marathons 


Presumptions also include the idea that 
endomorphs are sociable and easy-going 
mesomorphs are adventurous, bold 
competitive, aggressive, and energetic, while 
ectomorphs are introverted, inhibited, and 
secretive. So the shape of your character 


can convey what type of person they are 


Step 07 

Categories for body shapes 

Study the differences in form and shape 
in our fellow human beings. By closely 


examining the people around us, we develop 





a keen eye for the rich variety of proportions 
that exist. It is like building a visual reservoir 


to use for our character designs 


in general you will want your female 
characters to appear more delicate than 

their male counterparts. Think soft curves 
instead of hard angles. Females tend to have 
higher levels of fat to be stored in their body 
compared to males. This will also affect the 
body fat distribution: in females the buttocks 
hips, and thighs will be more rounded than 


those of males; males will be more muscular 


images 07a and 07b give some examples 
of different body shapes that can be used to 
categorize the female body. Obviously there 
is no fixed rule and there are wide ranges 
of actual sizes within each shape. With an 
idea of basic shapes and variations you can 
create pretty much any type of character 


you want. Don't draw all your women (and 


4 Explore the effects of different poses by using silhouette drawings. The shape alone can 
communicate a lot about the inner state and mood of a character 


[7 


men) the same though! It happens often 
that we adapt to one way of doing things 
and then we get lazy and repeat what we 
have learned over and over again Explore 


the differences and try some variations! 


Step 08 

Poses, balance, and movement 

When drawing a character, it is important to 
understand that the human form, in essence 
is a delicate balancing act. With every 

step, we set the masses of our body into 
motion, This can look graceful or not. The 
various ways in which people walk is a great 


source of inspiration for character design 


Depending on the energy a character 
puts into the movement, it can be a 
presentation of confidence, the head and 
body held upright, challenging the world, or 
if the energy is missing it can be a sloppy 
maneuver, with the character defeated and 
slouching along, with drooped shoulders 


and hanging arms. These qualities will 


show in their silhouettes (see image 08) 


* PRO TIP 


Silhouettes 


Silhouettes are a areat tool to explore 
the effect of a pose, to check ff it 
really works. Also, they act as a 

quick way to focus on shapes and 
designs that make a strong impact on 
the viewer. A good character will be 


easily recognizable as a silhouette 
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Step 09 

Curves, rhythm, and motion 

Since character design has a lot to do with 
producing an emotional response from 

the viewer, the more life-like a design, 

the easier it will be to connect with our 
audience, We need to capture the energy 
and attitude of an imagined, “living” being. 
In a drawing we can work with the lines and 
curves to tell our story and give a sense of 
movement and excitement to our creation 


In image 09, you can see the effect that 
symmetry has on a pose. It will look stiff, 
dead, and a little boring. But. if our model 
is presented in an asymmetric pose, as 
seen on the right side, the flowing curves 
will change that impression instantly 


Step 10 

Body language and gesture drawings 
Non-verbal communication plays an 
important role in human social interaction 
Even if we don't speak, we still communicate 
via our body language. According to 

some studies about the communication of 
emotions by Professor Albert Mehrabian, 


if a person Sits in front of us, talking about 
their feelings, we will react to 55% to body 


ein 


1 


ot 
4 


—— 
Symmetry: et 


passive, stiff 
(a bit boring) 





Asymmetry: 
interest, action, 
excited movement 





) \ 
= 
L 
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4 Note the effect of the asymmetric pose: the flowing curves give a sense of motion and balance | 09 | 
to the pose. Our skeleton comes to life! 


t 
- 





Flowing lines suggest balance, rhythm, and vivid movement 





4 


~~ 
Describe the outer form with dynamic, asymmetric curves 
| d ho 
he Avoid lifeless “snowman” effect 
4 Initial gesture drawings. The red lines illustrate the rhythmic flow. Use asymmetric curves to indicate movement, direction, and balance! | 20 | 





4 Expressive hand poses will enhance the storytelling aspect of your character | aa | 


4 The hand, holding the delicate scarf of the dress, adds to the seductive pose of the character 11b 





“Capturing some spark 
of life in a drawing or 
painting is where the real 
magic appears” 


language, 38% to tone of voice, and only 
7% to spoken words. That means that while 
we are watching the person in front of us 
we will subconsciously “read” his or her real 
feelings and attitudes, no matter what they 
Say. As artists then, we can use the effects 


of body language to communicate our story 


To find a nice, lively pose for the character 
itis helpful to start with some quick gesture 
drawings (image 10). These are simple 
drawings that capture the essence of 

a pose. Is the character happy or sad? 
Aggressive or passive? These basic 
qualities should be apparent in the initial 


lines, ready to be taken further in design 


Capturing some spark of life in a drawing 
or painting is where the real magic 
appears. The more we render and rework 
an artwork, the more we tend to kill this 
off. Make sure you keep the lines vivid 
and loose right from the beginning 

so that there will be some energy left 


shimmering through in the final illustration 


Step 11 

Expressive hand gestures 

Another way to enhance the look of 

your character is to pay attention to the 
expression of the hands. We use our hands 
when communicating, Some of us do it 

more than others. There are subtle poses 
and wildly exaggerated ones. Hands can be 
used to point at things: they can be clawed in 
anger, or opened in friendship; they can be 


inviting, seducing, demanding, or defending 


Sometimes simply looking at a character's 
hand pose can offer sufficient information 
to understand what kind of character we 
have in front of us. There are so many cues 
we can get from analyzing the way people 
hold their hands: if someone is biting their 
nails, for example, the person appears 
anxious and unsettled. Hand poses can 
therefore be used with great effect to tell 


your story (see images 11a and 11b) 
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To make the audience fee! uncomfortable, add alien characteristics that prevent an emotional 


Lets end this chapter with some thoughts 
on hybrids or alien characters. How far 

can we go with our creation’? How many 
human characteristics can we replace 
without losing contact to our audience 

As human beinas we have the ability t 

be empathic and the more similar the 

other dDeing is to us, the easier it will be 
The more alien our counterpart appears 
the more suspicious we are (see image 
12a), and so when it comes to an emotiona 
contact, we need similarity to connect (see 
image 12b). We can relate to hybrids as 
they are fully capable of emotina as human 
beings dc take a look at the one in image 


2c for example. Play around with this 





balance to see what you can achieve! 


This quy seems to be rather unlikable, 
but has relatable human characteristics 





& Hybrids are great fun to paint. To get inspiration, simply look at the animal world and combine elements to create a new design 
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Character types 


What makes different types of characters recognizable? 


by Benita Winckler 





We tend to perceive the world around 
us with a lot of biases; stereotypes do 
exist. If they are overdone in an artwork 
it can look kitsch and our reaction will 
be either boredom, or amusement if 
the presentation is really over the top 


and intelligently done so on purpose. 


As character designers we need to be 
aware of known character types and 
the associations that go along with 
them. The big task here is to create 
interest and avoid generalization 
(where the result is boredom), while at 
the same time showing our audience 


something that they can relate to. 


To do so, we need to open a door into 
the audience's past experience. We need 
to find something that will connect with 
them on a deeper level. If you are able to 
talk to your audience about something 
that is meaningful to them, which 

taps right into their feelings and their 
emotions, then and only then will you get 


a response for your artistic endeavors. 


If you want to be understood, be original; 
but don’t stray too far from a certain 
type. If the character is evil, make them 
look evil. Let's talk about the various 
character types and how we can use 
visual key elements to make sure that our 


character will be perceived as we want it. 
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4 Character line-up with some standard cliché character types amongst them 





4 Heroine character. Notice the strong stance and the commanding gesture 


Step 01 
Heroes and heroines 


The main character for most stories is 





irl his doesnt have to be a mega - 
muscular superstar, eternal winner 
half-god, or top model: but the character L% b 
x1 
does has to have certain features and 
. 
characteristics that will make them 
recognizable as a hero in any situation vA. a 
- ¥ 
Ly x 
) . 
Lets analyze what makes a character 
ippear to be a hero. In the previous chapter | 
we talked briefly about the effect thal shapes ; 
can have nara ter design triangaies for 
active Janoerous feature souares fo 
reliability: and circles for friendliness. This is 
e way to communicate an idea. Anothe 
approach is to work wit i mux of element 
that when seen together will convey certair 
haracteristics. Elements that can suagest ; 4 Another example of a heroine character | ob | 
hero are a strona, upright stance. shoulder: 
back. wide chest. and bel ¥y tucked if witt hack Fy vy ive lark sice and a wild! DIOWING Over Nis shoulder gives a nice spiky 
i commanding hand gesture. Weapon: rf pans to the good guys there i: tine witt its of splinter-like triangles 
aiso suggest strenath (although be aware nty of opport ty to add subtle humor suggesting a certain dynamic and danger 
that a litie unarmed boy can be a hero. too! nd to happily overdo it. Imaae Za Snow 
an example of a y civin warr have AL this point you may wonder what tt is with 
nimage Via the jewelry and the insiania of ennanced tne front part of I nairstyie i this analysis of small details: it's important 
the uniform suggest power and influence to aive his already ¢ ty lacs ever to remember the importance of the little 
Biond hair looks good or angelic characters pointier and snharp-ecged iooK. Mere the rea things. if you look at Image 2b, it shows the 
Dut can be used on evil one is well if attitude of the haracter is mainly show! same character but with softer facial features 
ompanied with supporting elements nthe expressio! f his face. The long ha no now the ev iSspects are gone 
Redisaa 1 color for strong charact 
iS it demands attention. Here the eff 
is enhanced by adding golder nes 
ill to suggest wealth and energy. As a 
juIdelne. make your heroes | K SU } 
vith rong expr nih ace mac 
it mote ex pi fa he é 
Step 02 
Villains and evil characters 
a nes! Wil! 
cle ive nor noiding you 


* PRO TIP 


Add some contrast 


To make the character really stand out 


always aim for contrast. Try combining 
the hard (or even nasty) features witt GmbH. Frankfurt 
12012 im S 


someming nice, charming, and beautifu 


4 A villain Elvin warrior 
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& Guess her character type! 





el 


& Some goofy/funny characters produced in a stylized 


' ; maaine 

ry , » ; ‘ ‘ 
{ ict f j f j nd maa 
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Wt 4 int 5 1 hve t M 

feta t oa if way it vid 
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pre - ial f Tel: 


* PRO TIP 


Use lots of layers 


if you arent already doing so. work wit! 
lavers. This will allow you to exchange 
elements during the process of the 

There is nothing more annoying 
ihan nNaving to repaint elements 


because Of premature merging 
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comic style 





“If you need to painta 
powerful femme fatale 
for your project, first think 
about her story. What is 
your character's mission?” 


Step 03 


Femme fatale and pin-up 


' femme fatale: think of yke-dancers 
Die nad e ager lames 
Dt movie think mystery jJuchor 
T ] 3 mac | ily tua ms 
hat: Maly } thuS Character type. we 
) say that the major inaredients are that 

hey are att @, erotic, strong-wille: 

ng i way } noi JU } The femme 
fal f \ ai De { fy 


i need to paint a powerful femme 


fatale f your project, first think about her 
to VVhat i r characters missior 

}whal tine iving in? Th 

lictate the I f t thing. Select a 
Suit 6 \asciv } POSE elt-assured 
ind feminine. Keep the expression in her 
face tr a.N veakness! To; j it 
spot to her psyche, give her a luxurious 
yddiction such as a love for diamonds 
champaane r cigarettes. Add these 
eleme to her outfit to support your story 
Classic pin-u f mparison, generally 
look f f ent and ayvful. Here the 
task iS simple: par exy. playful femate 
f ¢ rative NOs Show sorme 

Kin. te é nd 1. c 6 you keep the 

pnere I fu lage USD 


‘ 
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Warriors need rec 





yanizable as well as functional weaponry 


Let's talk about maaic. When dealing with 
magicians, a certain amount of visua 
fireworks have to be expected. After all 
they have supernatural power and know 
how to bend and manipulate reality. We'll 
now stop the theory and open Photoshop 


to create some fireworks for ourselves 


Image 06a shows a magician character. As 
you can see, there is no pointed hat, flowing 
robe, or long wand. Instead | have played 
with a mixed effect of exotic costume, hand 
gesture, and light to suggest the magical 


act of spell-casting. To create light effects 





| usually use the following workflow 


Paint some rough strokes 


r i 
° B magic ight 
Create new layer: “magic light” oo e 


°o Set 1 


OM Pe NPA PeFAN RAN NFAT 





Select a new layer 96b 





Set Layer mode to 
Color Dodge 


Note the effect on the light! 





& Select Color Dodge 96c 


Hit Ctri#U to open the Hue/Saturation 
dialog box 


Saturation 


increase the value for Saturation; 
decrease the value for Lightness Lightness 





& Alter Saturation and Lightness 96c 


Select a new layer to paint on and name 
it “magic light’. With a textured brush 


paint some rough strokes. Choose muddy 


colors for this — no extremes (image 06b) 


HAT 


From the Layer mode menu in 
the Layers palette, select Color 


Dodge. This mode can cause some 
Select Smudge tool 4 


interesting effects (image 06c)! 


PR NERAN 


sk 


With the “magical light” layer still 
selected, hit Ctril+U to open the Hue’ 


Saturation dialog box. Alter Saturation 

Carefully Smudge 

the. flames 

(don't overdo it) With the Smudge tool 
selected choose a 
soft brush tip 


and Lightness (see image 06d) 


Carefully use the Smudge tool to 


soften your brushstrokes. Note: image 





O6e shows extreme smudging, in 


4 
Use the Smudge too! ve order to better illustrate the effect 


& Momentum Volsk - Card game 


4 Elite paladin, marked from endiess fights 





Step 07 
Knights and paladins 


Another character type that fans i 
s the knight or paladin character. The ’ 
similarities to the warrior character hat 


nas been said about the weaponry and 


wmor apolies in this step as well. In fact 


all these categorizations are quite flexible 
As ; ' ~ t 
Maybe a paladin will take better care of 


Ms appearance than a warrior living oul 
in the highlands. However. if a knight has 


spent the last few months on the road 


sleeping in muddy tents. that image could 
look different. Again, think about how the 
story will have an influence on the look 


been excessively used in atthe 

irmor marke Tm) ¢€ Hes ttle Naat 
ia iS hv spotiess nminy K mio { 

white hor Mposing PDOeMSsS ali Gay ’ 
nsiderations such as these w enhan 
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r y 5 Tha 7k eb 7; 
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example of a group of Knights. all with red 
lamant wielh Th P ne info Tal f 
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the heimets also gives a visual clue that 


Step 08 


Skeleton kings and other royals 
Skeletons don't offer that many pos 


cial exe 


ressions. with a bit of artist 


60 


4 Areas of interest are his face and sword 





se are members of the same side/arm\ 


ssibilities 





A Paladins on their way into battle 


Fig eriag 
GmbH, Frankfurt am Main, 2014 erstmals er 


2012 im Sabertander Verlag 


& The crown indicates her royality 
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How can we tell if the character is a child? The secret lies in the relation of head size to body 
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A young orphan boy. His clothes don't fit and the huge hat further enhances his childlike appearance © Sauerlander audio Argon Verlag 9b 


Composition and positioning 


Techniques and rules to enhance your designs 


by Benita Winckler 


Ea’ Van ee 
fa: 
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If you want to enhance the visual 
impact of your design, you need to 


how the application of them can improve 
the appearance of an image. We will also 
decide on a good position for your examine some of Photoshop's tools that 
character within your composition. 

Certain compositions will work better 


for a given task than others. 


make composing an image much easier. 


Note that composition rules do 
apply for character portraits. We will 
therefore look at the subject of the 
framing of a portrait. We will explore 


In this chapter we will look at the different 
qualities of various compositions. We will 
look at rules, such as the golden ratio 
and the rule of thirds, and will discuss 


possible pitfalls in composing portraits 
and learn how to avoid them. 
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4 An approximate of the golden spiral, a logarithmic spiral whose growth factor is the golden ratio or phi 
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Composition not only works on a macro 
level (big shapes) but on a micro level 

as well (inner coherence). To achieve a 
harmonious result, a composition needs 
to work on all levels. The trick is to not 
paint parts in isolation, but instead relate 
them to other parts. Playing with the 
macro and micro in your composition is 
a lot of fun; it will help lead the eye of the 
viewer around the image, ideally directing 
the speed and flow of their attention. 
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An example of a design that can be 
descnbed with the golden spira 
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Ippre af ' beauty ne f life's real 

ivsterie Sure, beauty lies in the eve of 
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are mmoniv accepted as be jtitul and 

esthetically pleasing. The first discovery of 

the golden ratio dates back as far as re 

nuncreqd vear Bi Since then umerous 
matnemat ns no arust: Th Nave tudied 

nd worked with the jivine proportior 
Examples of creatives wh ive worked 

with the golden ratio include the famot 

wcrnilect Le rusier, wt proportioned 
nis work approximately to this ratio. Another 
example is Leonardo da Vin wi ised the 

jolden rectangle extensively inh a tings 

You can construct the aolden proportion Another example of the golden spiral. Here the background elements are framing the 

which ha haes tii d carnhor-ci character in a spirally flow 
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etter Pi ) by folk WING Imad 1a As yi composition. it Graws the ve to where yt Alth ugn n noe are la inating topi 
In see, the golden spiral is derived fron want if to focu rour subject can sit in the lets not look further at the math here. bul 
the golden ratio and is an organic way t intersection or, for great impact, in the center rather pect the possibiliti@s of its use 
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Step 02 
Photoshop tools for composition Pa 
When starting a new creation we normally 


work instinctively, withoul measuring the 


relation of elements with a ruler. Often it is 


4 


not until the imaae is done that we suddenly 
notice thal we have followed an inner idea of 


a harmonious arrangement that can now be 


sr erevners 


made visible by overlaying a diagram, such 
as the golden spiral. This is an important 


point: when laying out an initial desiqn 





dont restrict yourself to ngid guidelines, but & Select the Crop tool to refine the A The overlay grid shows whether the 
: composition and framing of the character design is working 
instead trust your instincts. Still, it is qood to 


know the theory behind composition so you 


can improve your paintings if necessary 


Before we practice how to generate fresh 


composition ideas. let's look at a usefu 





Photoshop tool that will come in handy: the 
Crop tool. If you want to check if the framing a Anchor points are pulled to re-frame the canvas 
works or if it can be optimized, simply use 
the Crop tool to shift the important elements 
to the sweet spots of your composition 

(for example, where the composition lines 


intersect and create a focal point) 





Open a sketch. From the toolbar. select 4 Left: balanced: middle and right: tension because of the contrasting sizes | 03a | 


the Crop tool (shortcut C). The Crop menu 
has different options: select Golden Ratio 


( 


for example (image 02a). With the Crop 





tool selected, click into the image. You will 
get an overlay dividing your image into a 
golden proportions (image 02b). Note that 
intersections are a good place for your 
center of interest. Pull the anchor points 


(image 02c) to shift areas of your image 





to these intersections and improve the 


composition. Hit Enter to confirm; then you 


o ; 4 Two ideas for dividing the canvas horizontally and vertically | 030 | 
can continue the work on your design 





4 Add diagonal lines to divide the canvas into interesting sections 
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& This technique works the other way around as well! Use shapes to analyze a sketch and then play with the composition as discussed | O3¢ | 


Step 03 


Breaking the spell and coming up with new 
ideas out of nowhere can be a challenge 
Let's look at a way to discover possible new 


ways of placing our elements on the canvas 


Start with a blank canvas of any size 
you like, say 600-pixel x 900-pixel 
screen resolution (this is going to be a 
rough sketch for exploration, so there 
iS NO need for print resolution at this 


point). The example discussed in this 


step is in a landscape orientation 





a The final composition 


With a hard-edged brush. paint two 
interacting abstract shapes on the canvas 
Note the different impressions of the abstract 
shapes. To create tension, draw one shape 
bigger in relation to the other. If two shapes 
are seen as identical in size, they will tend to 
balance each other out, which will result in a 


calmer and less dynamic look (image 03a) 


We're going to continue with the balanced 
version on the left, touching upon the rule of 
thirds. The rule of thirds involves applying 
a physical or mental grid over your image 


usually made up of four horizontal and 


vertical lines, and placing your focal point 

on the intersections or along the lines. Start 

by dividing (using brushstrokes) the canvas 

honzontally and vertically (image O3b Then 
‘ 


decide where to pul the center of interest 


(see step 04); avoid putting it in the center 


Now add diagonal lines that further divide 
the canvas into interesting sections (imaqe 
O3c). Later on you can refer to these “lines 
of action” when sketching. Shapes help 

to analyze a composition (image 03d) 

and can be a guideline for simplification 


Image O3e shows the fi 


nal composition 





Step 04 

The center of interest 

The center of interest is basically about 
fascination. One area of the picture is given 
the quality of creating a powerful attraction 
If all goes well it works like a charm and the 


focus of our viewer is magically drawn to it 


For a successful center of interest, ensure 
that other elements of the picture do not 
create distraction; they should support the 
effect. If their appearance is too intense 
elements will start to compete, diminishing 


the intensity of the area of interest 


Image 04 shows some interesting 
compositions. In the top-left the scribble 
shows a composition with a center of 
interest reduced and simplified for maximum 
effect as a dot in the middle of nowhere; by 
eliminating all other elements in the image 
the viewer has no option but be drawn to 


the simple object in the composition. If we 





zoom in (top-right), we can detect a person 
A The center of interest in different sketches 





Interesting! Coming even closer (mid-left) 
we naturally focus in on the face and the 
gesture (the center of interest is placed at 
the top-left intersection) until we are close 
enough see the beauty spot on her skin 
(mid-right). By placing the center of interest 
along intersections we are following the 
rule of thirds, which helps to emphasize 
the focal point in the composition 


For mandalas (bottom-left), a centered 
focus area might be acceptable. Portraits 
of royals (bottom-right) or other awe- 
inspiring figures can benefit from a 
symmetrical composition, with the center 
of interest placed in the middle instead 
of somewhere to the left or to the right 


Give one part of the artwork special attention 
Decide where the viewer should look and this 
spot will have to hold the greatest contrast, 
the richest colors, the blackest blacks, the 


whitest whites, and the loveliest details 


Step 05 
How to create dynamic compositions 


In the first chapter of this section on 





establishing your character, we briefly hinted 


at the effect of form in character design. It & A dynamic compostion versus a static composition ] 05 | 
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2 used in the shape of the character 
itself, but it will also work when applied 

to the composition. A composition can 

De caim and stable, or it can be wild and 
dramatic, with lots of energy and movement 
Whatever you want to achieve, the use of 
line direction can assist you in your task 
Image 05a shows an example of a dynamic 


composition versus a static composition 


For a dynamic composition, choose lots of 
diagonals. Guide the eye of the viewer in a 
rhythmic motion through your design. For 

the effect of calmness use a combination 

of straight horizontals and verticals instead 
of diagonals; the impression will be that of 
order, strength, and control. This is especially 
the case in artworks featuring a lot of 
symmetry. In example b) in image 05a, the 
character is placed a little closer to one side 


resulting in a more interesting composition 


Image 05b shows an example of a triangular 
composition, which gives a dynamic 
impression. There is motion and eneray 

in the pose of the two characters. The 

effect could be enhanced even further by 
breaking the symmetry: simply move the 
center of interest away from the middie 

line. Remember, diagonals are dynamic 
creating the impression of motion. Tnangular 
compositions enhance the effect of 


movement and flow symmetry can dim it 


Step 06 

Using perspective 

The angle from which the character is 
seen will completely alter the effect on 
the viewer. The results can be subtle, but 
they will work nonetheless. In this step we 
will look at three ways to draw characters 


in perspective (refer to image 06) 

Looking up to the character 
2. Looking down on the character 

Being on eye level with the character 
Looking up to the character, the figure is 
seen from a position lower than themselves 


As viewers, we have the impression that 


he (or she) is towering high above us This 





& Triangles work on a micro level as well here, as the elbow forms a triangle pointing in a direction }ihy» 


will give us the feeling of being smail or less 
powerful in comparison, Use this position 
whenever portraying a powerful superhero 
figure or a mature adult. This is definitely a 
pose of dominance and ability. The character 
will be perceived as strong and capable 
Looking down on the character allows 
us to see the character from a position 


which is higher than them, This will have 


4 Examples of different perspectives 


the effect of the character being small and 
innocent, weak, or a child. it could also be 
a defeated enemy. The character can look 
up to the viewer, or he can lower his chin 
to further enhance the look of submission 
At the same height, we are equal to the 

character. A connection seems e*fortless 


The character seems approacnabdie so we 


may associate with them more easily 
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4 All elements interact and the negative shapes are part of the design structure 





Step 07 + Cut out your character with the Lasso t 


Positive shape and negative shape (see page 215). Copy/paste it back int 





When Traming the character you have to your document. If your char te ) sf f 
deal with two types of Space: positive and many layers, select Copy Mer Jed trom the 
negative. The positive space is the actual Edit menu to create merged copy of the 
main subsect whereas the neaative space content of vour selection (super usel 

; the area around the main subject. That 
means that every item you pul on a canvas * The new layer then needs to be darkened 
will immediately change the dynamic and Upen the Hue/saturation d 1g DOX 
perception of the whole. The more elements Ctri+U) and lower the Lightne 
yOu add into an image, the more you reduce 
the negative space and how dynamic a Next create a new yer belov 

Naracter w OOK In a composition. image and fill it with a liaht color 

’ shows a character that has been cut 

itand pasted back into the file. The layer * Now improve your positive ind 
has been darkened, so you can see the negative) shapes to enhance the v 
effects of positive and negative space mpact. The neaative space should 

jive your positive space Clarity 

Not ww ihe spiky horns of her wn are 
mirrored and repeated in the elements of the Step 08 
background. There is more repetition of this Dominant value 
idea in the lines at the bottom on the right There are different ways to present 
The shapes of the steps continue the design character elimes it is ¢€ ry ti 

lea of the spikes seen at the top. but biac 32 communicate the desian elements in 

clean Way Then sket nes W go.n weverl 
To test your mposition for effectiveness as as Soon as we are painting a fully ledged 4 Adominant value will give an image | 08a | 
= weight and interest 
nage O07, you int ww this technique iustration, showing our } ter ; 
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Example of using lighting Dg 





everything 's Gipped in shadows. it would be hard to read details of the costume, for example 





4 When painting characters in a setting, you can start playing with the composition 


“Playing with all of these (these quel 


qualities in a composition jive an artwork a more dran 
can give an artwork a more 
dramatic flow” image 09c st 
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* PRO TIP 


Flip your canvas 

To check the composition, use the 
flipping command. When working 

on an image fora ong time, we 
become biind to it in a way, accepting 
how it looks without noticing the 


errors. Flip the canvas and rotate it 


around to get a fresh look (use Edit 


> Transform to bring up the menu) 





Storytelling and moods 


Discover narrative arcs and visual clues 


by Benita Winckler 


Let's begin with a question: what exactly 


is a “story”? One answer is that a story 
has a beginning, a middie, and an end. 


if we are looking at the narrative arcs 
of fictional stories for example, we will 
find that in the beginning a character 
will be introduced. We will get to know 
the surrounding environment and 

the people the character is involved 
with. The middle part will feature the 
adventure, the difficulties, the twists 
and turns, the ups and downs, before 
finally, the story reaches its climax. 
After that the curve goes smoothly 
downwards again and the story ends. 


Although the medium of a visual 
image is a bit different to that of text, 
we still have a person in front of us 
(the viewer) who likes to be led on 

a journey, just like a reader does. 


Step 01 

The problem of a single frame 

What needs to be done to map a similar 
curve of excitement for our illustration? Here 
comes the first challenge: we only have 
one frame. If you are working in animation 
or film, you have several frames available 
and you can take your time to introduce the 
character and so on (images 01a and 01b). 
But how do you build up tension with just 

a single image? Our composition needs to 
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4 Anarrative arc for fictional stories 


be carefully crafted. Then a timeline effect 
will happen in the mind of the viewer, as 
they follow our direction and decipher the 
visual clues we have laid out for them 


Step 02 

Directing the view 

A powerful method to direct the view of 

your audience is to have other figures 
looking in that particular direction. Think 
about those everyday situations where 
people form a crowd and gaze at something 
— our reaction is to think that it must be 
exciting if so many people stop to look at 

it. Most times we at least get curious. 


In image 02a, for example, the viewer's 
eye follows the supporting characters 
direction of sight. All the boys focus on the 
center figure, where the candle is shining 
so the viewer will look there as well 


D Pic img eon 
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When it comes to light sources, humans are 
not so different to moths; we like a nice light 
source. Light attracts interest and also directs 
the view (image 02b). A character in the 
spotlight will demand our attention naturally 
You can either have the light source visible or 
you can omit it, showing only the lit character 


Another thing that demands our attention is 
movement. Our characters are supposed to 
be life-like and believable, so if something 
attracts attention in the image, they will 
look as well. Movement can be difficult to 
pull off in an image; however, we can show 
our characters focusing on an object 


Step 03 

Location and time 

Who? What? Where? When? These are 
all important questions in storytelling. To 
visually indicate the location and the time 
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states of a situation | ob | 


an show the “before” and “after 
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4 Using light to direct the view. Note the 


7oes! the locator 
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4 This color scheme is dominated by warm red and golden hues 


“You can greatly enhance 
an image by giving ita 
clear dominant value. This 
can be the middle value, 
the light, or the dark” 


Step 04 

Spring and summer colors 

When making design decisions for a 
character, an effect that is often overlooked 
is the use of seasons. Let's first look at 
springtime: nature ts back and it’s time 

for colors! Subtle cool hues can serve as 
contrast for the pinks, reds, and fresh greens 
The mood is joyful! Place your character in 
@ spring scene to convey positive feelings 
Show blooming trees and clear blue skies 


Summer conveys the feeling of perfect 
days outside, with deep blue skies and 
warm air. Everything looks bright, rich, and 


vibrant. The colors are brilliant and intense 
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and the shadows are strong. If you look 
around during midday, notice that the light 
is almost overpowering, washing out the 


highlights and casting harsh shadows 


You can either select colors intuitively 
from Photoshop's Color Picker (or color 
wheel) or you can collect color inspirations 
from photographs and paint your palette 
from there (images 04a and 04b). You 

can greatly enhance an image by giving 

it a clear dominant value. This can be 


the middie value, the light, or the dark 


Step 05 

Autumn colors and winter colors 
Autumn features the most wonderful hues 

of gold and russet colors, but on bad days 
autumn can offer ideal conditions to portray 
gloom: foggy streets, heavy rain, wind 
pulling at umbrellas and hair. You could have 


the character grab the collar of his coat to 


a Amuted palette with plenty of opportunity to paint blue shadows 


ose) 


keep off the cold or, if you are aiming for a 
playful mood, positively surround him with 
whirls of golden leaves. Adjust the outfits 
accordingly; add scarves or earmuffs 


A winter palette basically consists of black- 
and-white, bluish gray tones. With most 

of the colors missing you can only play 
with the effect of warm light against cold 
Dominating cool areas are perfect to be 
set off by red glowing spots of fire or the 
warm light of interior places. Explore the 
possibilities of outside/inside scenarios 
The mood caused by winter, if analyzed 
further, will show an association with an 
archetypal danger, but also mystery and 
wonder. Think starry nights and virgin snow 


Step 06 
Archetypes and symbolic elements 
Since our image is lacking a timeline to 


tell our story. we have to find another 





She carnes an opium poppy. symbol of Morpheus. God of Dreams 


ath 





A character on her way back from the underworld 


Step 07 

Using color palettes to create mood 
Now let's focus on mood by taking a look 
al color palettes for dark characters. First 
thoughts are to use lots of black and blue 
and to stay within a monochromatic color 
scheme instead of using plenty of colors 
Analyzing the distribution of dark and light 
areas, you will notice the portrait in image 
O7c is predominantly light, in comparison 
to the portrait in image 07a, which has the 
dark values dominating. Additionally, a 
blue color scheme is used in 07a a classic 


combination to get the desired effect 


Instead of painting everything black 
however, you can play with the concept of 
darkness itself. In image 07c a warm color 
scheme is used, but by enhancing the 
shadows close to her face, a dark area is 
introduced that will draw attention there. The 
angelic elements, such as the silver hair 
and porcelain skin, are harshly offset by the 
dark red shadows. Her eyes are alien-black 
another element that tells us that there is 


something out of the ordinary going on 


Interestingly enough, you can get a dismal 
atmosphere by using colors which would 
normally be perceived as being mild and 
friendly, such as pastels, pinks, gold, and 
warm reds (image 07d). Furthermore, the 
image doesn't need to be all dark to convey 
the atmosphere successfully. Composition 
plays an important role, as well as the facial 
expression of course, which is naturally a 


key element to set the mood instantly 


Step 08 

Light and color 

Lighting has significant power over mood and 
perception. Using a single source shadow 

on the face in high-contrast can signify 
mystery: if highlighted with red, it can signify 
evil. Color also affects our emotions, making 
this a great storytelling tool as well. As you 
saw in step 04, colors can trigger emotional 
responses and connotations (see also 


Setting up your color swatches”, page 36) 
Let's quickly discuss nature's rules, so that 


we know our subject. Image 08a shows 


an example of a snowball hit by the warm 
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4 As expected, a bluish color scheme will result in the effect of a cold atmosphere in the image 








Cg j | 
4 Use dark shadows with angelic while to get the an enigmatic effect, without using blue | 07¢ | 
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4 This friendly color scheme plays with warm hues, but stays within a monochromatic look lz 


4 Main light source is the sun 








secondary is the sky, causing the color in the shadows to look blue } 088 | 


« 
we/Seturathor 





Preset Custoer : 6. OK 











Cance 
Hue +20 
SHuy ft on ™ bla 
L om, ot 
i j rr 
4 With the new cold color, the fish stand in a nice contrast 08c 4 Lowering the character's saturation pushes it into the background 08d | 


orange light of the evening sun. Note the cool 
tint of blue in the shadows? That's actually 

1. Add adjustment layer : 
Pregnman light bouncing from our secondary light 


== source, the blue sky. The holes in the snow 
are areas that receive very little light, neither 
direct light from the sun nor indirect light from 


the sky; as a result, they appear very dark 


Before picking a palette we have to consider 
where the light is coming from. Is it natural 
or artificial? is it morning or afternoon? What 
are the colors of the environment? Once we 
know the light source, we will have an idea 


about the colors and their temperature 


However, natural light isn't the end of the 
story. If we want maximum effect, we can 
bend the physics a bit. Images 08b and 
O8c show the use of color temperature 
as a contrasting element in a design. The 
golden light illuminating the character is 


not to be found on the fish and rocks in the 
4 Adjustment layer: 1. Click the icon: 2. Clip it to the layer you want to affect (Alt+Ctri+G) || OSe- foreground in image 08c, adding a slightly 





ethereal feel to the character. Contrasting 





a warm snace against a cool one can also 


add a lot of visual interest to a design 
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Image O8d (previous page) shows how ———s 
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instead of changing the foreground color, you 
can also lower the saturation of the character 
in the background to push it further back. To 


suwuerTrua 
find a nice color combination, use the Hue 


(wet vn le 


Saturation dialog box or use an adjustment 


layer (image O8e), Subtle changes in the hue 





and saturation of elements in your image can 


change the mood of your image. for example 4 Copy your character image layer to get two exact copies shi 
from warm and inviting to cold and eerie 
With the top layer selected, hit the Mask icon 
5 t ep ) 9 the Mask thumbnail will appear in the layer 
Stack next lo your image thumbnail: im age 
By creating selections and masks you can 9b), Pick any brush and roughly paint the 
isolate or modify sections of your image ea you dont want to be affected by the blur 
allowing you to easily aller mood without since we haven t applied the biur yet, it will 
having to repaint areas. If you need a ook the same), The Mask thumbnail shows 


dreamlike backdrop for your character, try the the painted area in black. You can only paint 


blur effect. This can be overdone, but if used or erase: black creates holes in the mask or 
Sparingly, gives a subtie ethereal quality white closes holes (image 09c). Grays wil 


work too, indicating areas of transparen 


Set the workspace to Essentials as | have 





jone, So we can see the same panels. VWe S te p 10 

want two copies of the same layer holding 

our image One layer will be blurred and Let's quickly check the extent of our masked Mask icon 
then masked, to let the orginal version show area to check the coverage of the mask is 

through. First, make a copy of your layer. If as we wanted. Select the bottom layer: hit 

your file has several layers use Edit > Copy Citri+! (Image > Adjustments > Invert) (image 

Merged to get a merged layer of your image 10a). This will invert the layer, making it look 

Pul that layer on top of the layer stack (image like a negative. See the area covered by the 

UYa), of create a new document with it mask? Repeat the command to invert it back 
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Mask thumbnail 





& The Color Picker shows you can alter the mask by painting with black or white 99 


Mask thumbnail 





The Invert command can be very useful D & To get a soft transition, select the Mask thumbnail and use the Properties panel's Feather slider Ob 
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Mask thumbnail 





4 Activate the image thumbnail then blur the layer | 10 


Next we'll soften the transition. Click the 
Mask thumbnail. In the Properties panel, pull 
the slider to feather the mask (image 10b). To 
apply biur to the image, first click the image 
thumbnail of the Mask layer. From the menu 
bar, select Filter > Blur > Gaussian Blur 
decide on a value. and confirm image 10c) 
To lower the effect of the blur, simply reduce 
the opacity of the layer altogether by using 
the Opacity slider in the Layers panel, or (this 


is the more controlled way) use a soft brush 





° >, ™ and paint on the mask to make more holes 
Make sure you activate the Mask thumbnail 
when trying to alter the mask, otherwise 
you will paint on your image; it can easily 

4 Close-up of before and after als 


happen! You can see the effect in image 10d 
' ‘ 





Character generation 


Find out how to use Photoshop tools to create a character. 


Now that you have discovered the key tools and theories 

behind character creation, it is time to put them into practice. 
Bram “Boco" Sels will guide you through a complete character 
generation process. Using his own character creation, Bram 

will break down the workflow, explaining each setting, tool, and 
technique he uses to develop his design. From using masks to 
paint skin and custom brushes to paint hair, to adding background 
texture to ground your character in a scene, you will learn a 
variety of methods you can then apply to your own paintings. 


Body type and skin 


Figure drawing and painting realistic skin textures 


by Bram "Boco" Sels 





In this section we'll look in-depth at how 
to create a heroic 19th-century character 
for a video game. It's tailored to concept 
artists who are just starting out, as well 
as more experienced concept artists 
who are looking to hone their skills. The 
approach is simple: each chapter starts 
with some insightful theory, followed 

by an explanation on how to create part 
of the character, all leading up to the 
polished hero pose in the final chapter. 
Need to design just the portrait or the 
costume? No problem, just skip ahead 
to their respective chapters (pages 

88 and 104) and start from there. 


By following this step-by-step tutorial 
your designs will become more 
flexible and you'll be able to quickly 
do thousands of iterations of the same 
subject without effort. Don't like the 
head of your character? Just unscrew 
and replace it with a new one. Not 
sure about his mustache? We have 

a few others in stock for you! We'll 

go over all the basics you'll need to 
paint a flexible easy-to-adapt character 
ready for the production pipeline of 
the AAA-studio of your dreams. 


And to top it all off, this section is filled 
to the brim with quick tips such as 
how to use the Pen Pressure toggle to 
your benefit, how to create your own 
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& Some reaily quick anatomy studies, each taking about 5-10 minutes 


textured brushes, how to use the free 
PaintersWheel palette, how make your 
character feel gritty by applying the 
Noise filter, and how to conjure mood 
with custom fog and particle layers. My 
fingers are tingling to get cracking! 


“Your painting techniques 
quickly improve if you do 
some studies every day” 


Step 01 

Warm-up 1.0 

When | start on a new piece | almost always 
do a warm-up first. This is a step that a 

lot of beginner artists are tempted to skip. 


in Photoshop: Characters 








Mainly because they feel it’s a waste of 

time and working on an epic environment or 
character is so much cooler than doing small 
anatomy sketches or perspective studies. It 
is, however, a step that | feel is absolutely 
necessary for two important reasons. 


First and foremost, your painting techniques 
quickly improve if you do some studies every 
day, and it broadens your horizon a lot, 

too. It forces you to paint different subjects 

in rapid succession, learning something 

new with every session. Second, though 
warming up seems like a waste of time 
when you have a deadline coming up, a 
good warm-up makes you paint faster and 





4 A longer study of around 30 minutes 


more fluently, so you'll regain that time (and 


even more) throughout the rest of the day 


Step 02 

Figure studies 

Every art-school student goes through figure- 
study classes. The reason for this is that the 
human body is often the main focal point 

of an illustration and is very hard to master 
We are constantly looking and interacting 
with other humans, so our eyes are trained 
to quickly detect inaccuracies when we 

see a human body in a painting. The good 


news is that it’s just a matter of practice 


When you do figure studies {and you can't 
do enough!), you start to notice how light 
impacts the body. how muscles connect 
and how perspective and foreshortening 
change what we see of the body. Practice 
every day and you'll get better in no time 


image 02 took me around 30 minutes 


Step 03 

The human machine 

Of course, the human body is different for 
every person, but a reigning theory in art is 
that it all starts from a perfect base — an ideal 
body that can be modified to create different 


body types. So following that theory you start 


4 Ablueprint of the perfect body. Really focus on how body parts are positioned around 


the center line 


out by learning how that perfect body works 
There are different approaches to doing that 
but one of the more famous ones is that 

of Andrew Loomis, an influential American 


illustrator, art instructor, and author 


Part of this approach involves measuring 
body parts against each other in order to 


get proportions correct. For instance, the 


* PRO TIP 


Pen Pressure 
Photoshop Cs6 and upwards 
with some coo! new brushes thal 
6 perfect for digital artists. These 
Now an actual Drusi 
WOrKS and come wilh a small pop-ul 
window that shows how Photoshop is 


egistenng your Drusn on the canvas 


it your styius anc you ll get a fiat line 


oush hard and you'll get a fat line. Nifty 


anda great tO Go line art will prever 


[eUMise sme -jtiise Mere pl siiels. 


wus ine Work 


Another new yi te 


e the Pan Prees ire 


logge ext to the Upacity els ae 





} 03 | 


ideal body is made up of 7—8 heads, so 
when you draw the head you can quickly 
measure where the feet should be. The 
crotch is exactly in the middle of the body 
and the bottom of the breasts and knees 
are in the middle of their respective halves 
The body is also three heads wide and 
the shoulders and crotch should create an 


imaginary tnangle that goes between them 


will TOW 
it. which is | more intuitive thar 


working with the Opacity slider itself 





4 Using the Pen Pressure toggle for opacity gives you more control over your brushes 
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4 An easy-to-draw skeleton and how it translates to different body types 


Step 04 

Imaginary heroes 

Up until now the only thing we have done 
is study the perfect human form and how 
it's translated to a drawing, but what if you 
don't have an exact reference for what 
you want to draw? As an illustrator or 
concept artist you should be free to draw 
whatever you can imagine, so copying a 
reference 1:1 will get you nowhere. (Uniess 
you have a bearded dwarf or an alien 
locked up in your basement, that is.) 


Artists often have to draw bodies for which 
they don't have a reference, so an easy 
alternative is to start with a shell that looks 
like a human and for which you do find a 


* PRO TIP 


Lock transparent pixels 


reference. That “skeleton” is easy to draw, 
can be moved around and posed without 
much work, and afterwards you can draw 
whatever you want on top using your 
(human) reference as a guide. Drawing 

a small muscled dwarf for example? 

Just broaden the head, ribcage, and 

hip, and move them closer together 


Step 05 
An ancient Greek hero 
Around 500 BC the Greek sculptors became 
masters of anatomy by studying the ideal 
body and creating millions of sculptures 

to its likeness, They almost always placed 
the weight of the body on one leg, making 


the sculpture a lot more dynamic. Compare 


When you re working On a Character Masking iS always one yf 


the first things you should do. Basically it means you paint the 


silhouette of the character you're working or 


and use it as a stencil 


~feate a layer below the line art to act as a mask and in the 


top of the Layers palette you can lock transparent pixels 


which biocks off all pixels in that layer that are empty (in other 


words, everyining outside the silhouette 


Now when you re 


ere lialilale you cont have to mind the size of the Drush youre 


using, since all paint will Slay neatly inside the mask 


4 Masking out the silhouette of a character can really speed up your workflow 
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& The ideal body, leaning on his right leg } 05 | 


this body to the blueprint of the body in 
image 03 and notice how the entire body 
language changes, even though it's based 
on the same blueprint. Closely study how 
the muscles group and how the center of 
gravity slightly moves towards the left 


“A body with correct values 
but wrong color still looks 
okay, but a body with 
wrong values quickly looks 
anatomically incorrect” 


Step 06 

Key light/back light 

Trying to figure out how to light a body might 
feel difficult and overwhelming at first, but it 








4 Defining the light scheme on a little ball helps to organize things 


becomes a lot less daunting when you go 

at it one step at a time. A great tip is to start 
out in black and white. That way you can 
focus on the values without being distracted 
by the color and temperature of the skin. A 
body with correct values but wrong color still 
looks okay, but a body with wrong values 
quickly looks anatomically incorrect, 


Another great trick is to define the lighting 
scheme on a ball before starting on the body. 
A common lighting scheme in concept art 

is with a key light (the main light) from the 
front and a rim light (back light) from behind. 
Note in image 06 how the muscles react 
almost the same to the light as the ball. 


Step 07 

The body as a whole 

Keep in mind that the body remains a volume 
in itself. See it as a giant cylinder and think 
about how that giant cylinder would react 

to the lighting scheme you defined in step 

06. It's not enough to define every muscle 
according to the lighting scheme; you should 
also keep in mind where those muscles are 
on the body. If they are on the light side of 
the “cylinder”, they will of course be lighter 
than the other side. This is most clear in the 
biceps of both arms. The right bicep is on the 
light side of the body and is almost entirely lit, 
while the left bicep hides in the shadows of 
the chest that sticks out and blocks the light. 


Step 08 

Highlights, midtones, and shadows 
After adding in the basic values, try to define 
a color scheme. Different lighting conditions 
have a different impact on the body, but for 








this study we're keeping the light neutral 

so the skin tones will be fairly neutral as 

well. Caucasian skin tones often range from 
purple to deep red, to yellow and even green. 


When you look closely at a person's skin, 
you'll see that there's a lot more information 


4 Defining the skin colors; the arrow points towards the main wash 


4 The value block-out for the body 





— 


there than you might expect. Still, it's best 

to define some common skin colors at first 
and start from there. | usually change the 
painting mode of my brush (you can find that 
in the Options bar at the top of Photoshop) 
to Color, and give the entire body a color 
wash; in this case a warm, orangey tan. 
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Step 09 

Color zones 

Often skin tends to have areas where 
a certain color dominates over ail other 
colors. Once you're familiar with these 
zones it becomes easier to notice 
them and eventually predict how the 
skin there will react to the light 


When you move lower down the body, skin 
tones will gradually become more reddish 
and purple than they are around the chest 


. 
/, 
4. 
#. 
#. 
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area, where they'll be more yellow and 
orange. You can especially see this in 

the hands, knees, and feet. This has its 
effect on the shadows as well, resulting in 
dark purple shadows in those areas and 
warm shadows around the chest. Look 
for some references when painting these 
areas — they will really help out a lot to 


oe 


get your figure correct and realistic! 


Step 10 

Refining the body 

The last step in this chapter consists of 
refining and detailing. Although you already 
defined the values a few steps back, you 
should still keep working on them — nothing 
is set in stone at this point. Push the 
highlights as much as you can and try to 
create lively shadows by introducing vibrant 


colors to the darker parts and areas. Take 





a step back from it once in a while, so you 
can come back to it with a fresh eye later 
on. It often makes you notice the mistakes 


and gives you a fresh perspective & The body gradually becomes more reddish near the bottom | 09 | 


* PRO TIP 


Noise ypacity to 12% your skin will suddenly have a lot more texture 


skin texture. Put the layer’s blending mode to Soft Light and it's 


A great way to give skin some extra texture is with Photoshop s 
built-in Noise filter. Create a new layer and fill it with a neutral 
jray (use the following RGB levels as shown in the image on 
the right here: R: 125, G: 125, B; 125). Click on Filter > Noise 
Add Noise, and use it to whip up a 100% monochromatic noise 
Now use Edit > Transform > Scale and then drag to double 


the layer in size: this will give you nice big chunks of noise 


Click on Filter > Filter Gallery > Brush Strokes > Spatter: then 


click OK and select a Spray Radius of 10 and a Smoothness of 5 


Now click on Filter > Blur > Blur More and you'll get a nice gritty 





4 Creating a noise layer to blend over your skin will often give it that extra edge 
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Designing and painting the face 


Mastering the techniques to create a life-like portrait 


by Bram "Boco” Sels 





Portrait painting has been around 
for centuries. Before the invention of 
cameras people mainly used it as a 


means to immortalize themselves, but f > P a * 

with the rise of photography it lost a lot IV t\L Ve vi ( { 

of its popularity. The reason for that was t hess — + i‘ (4 sare) he 

that photography could achieve the same “ — ‘8 fi ¥y ~ . 4 bs a A an 

effect a lot quicker and thus cheaper. ~ aR i \ A yh ¢ “on Ti AN 
/ — x j _ ty iS ee? ’ 1. “= ~< } A 

With the development of concept art, e ! Ve 4 

however, methods from portrait painting Jf 2 4 y: oN 


have become a lot more popular again 
— be it as a way to put existing actors in 





: , f i k 1 
imaginative environments or to create 4 Five head studies from Wiki Commons, taking around 10 minutes each 


characters that don't exist in real life but 
look so convincing that they could do. 


To create such a character it’s important 
to master the techniques needed to create 
a life-like portrait. In this chapter you'll 
learn, among other things, how the skull 
is the foundation of the head and how 

it changes the distribution of light on 
the face; you'll see how the direction of 
the light can dramatically change how a 
person looks and how the face is made 
up of different color zones, You'll learn 
everything you need to know to paint 
realistic, imaginative faces from scratch. 


Step 01 


~ » fa of « . 
Varm-up 2.0 (the classy one 


IF *y ' j 


\ 
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Just like in the previous chapter, it’s & Studying the skull that's on my desk. On the right you can see how it can be reduced to basic. 


primitive shapes 
important to warm up when starting on a new 


piece. This time | opened up Wiki Commons 
and browsed through their enormous library. 
It's a fun thing to do and browsing through 
different eras and different subjects expands 
your internal reference library each time 


Eventually | stumbled on a set of early 20th- 
century gentlemen and decided to do a study 
of a few of them. Something to think about 
while doing studies like these is how the eyes 
can really define the character of a person 
Got to love that facial hair, too — |! wish | 
could get away with a mustache like that! 


Step 02 

Skulls are awesome! 

Write this down: you should do at least one 
skull study each year. Not only is it a cool 
subject, it really makes you understand 
how the human head works — how the jaw 
connects to the rest of the skull for instance, 
and how the brow and the cheekbones 
define the form of the head. It's a good 
idea to get yourself an anatomically 
accurate skull to refer to while painting 


When drawing the skull you'll start to notice 
that it basically consists of a few simple 
shapes: a ball with the sides cut off and the 
chin as a rounded square protruding from 

it. Understanding these simple shapes is 
half the battle when painting the head. 


Step 03 

Lighting the face 

Starting out with the simple shapes from the 
previous step, you can construct the rest 

of the facial features on top of them. Keep 
the facial features simple at first: it will be 

a lot easier to light them that way. Notice 

in image 03 how the nose protrudes from 
the face and how the eyes are (obviously) 
round and should be lit that way 


The two lighting schemes on the right of 
image 03 are pretty basic but very common 
in concept art. The first has light coming from 
the top, the other from below. Depending on 
where the light comes from, some planes will 
be lit while others will hide in the shadows 
Always keep in mind how the planes are 
oriented towards the light; planes directly 
facing the light should always be lightest 


\y 


& The line art for the head, trying to create character with the facial features 


Step 04 

Creating your own character 
Inspired by the warm-up in step 07, | 
wanted to create a face that looked both 
worn and rugged. but still appeared 
stylish and 19th-century-like. | wanted to 
create the main character for a fictional 
video game, and chose to go with a 
Caucasian, bearded, hero type 


| started out with the basic shapes from 
the previous step and once they were 
correct | placed a layer on top for the 
details, systematically erasing the under 
drawing as | went. In this step it's important 
to really look at how facial features are 
constructed. Look at how the eyes have 
eyelids and how they work. Note how the 
nose as well as the mouth is divided into 
planes that flow over into each other. 


Step 05 

Masking the face 

As with the body, | created a layer 
below the line art to function as a mask 
The idea is to keep all paint within the 
mask and still have the lines on top of it 











4 Creating a mask, while simultaneously ] 05 | 
checking the silhouette 


unharmed. Eventually these lines will be 
erased and blended with what's below 


Creating a one-color mask will also give 
you a Clear view of the silhouette of the 
head. There's a lot of character in there 
as well: the hair, for instance, is slick 
and thin and cuts into the silhouette 
above the ears and on both sides of the 
forehead. The same goes for the beard 
and his left eye socket (see image 05) 
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Keeping the same lighting scheme as for 
the body in the previous chapter, | started 
blocking out the biggest parts of the face 
lve put the hair on a separate layer so thal 
| can focus on it later on. As with the body 

| started out in black and white to really 


concentrate on getting the values right 


This is the step where knowing how the face 
iS Civided into planes really comes in handy 
The planes that face the light directly catch 
most of it and will be the lightest. You'll also 
notice that some transitions will be sharp 
(like the front of the nose), while others 

will be a lot smoother (like the forehead) 


Step 07 


RR ‘ 


Because the face is often the focal point 

of an image, it is important to get the facia 
features just right. If something is a little off 
it will skew the entire character. Get into the 
habit of flipping your image once in a while 
(Image > Image Rotation > Flip Canvas 
Horizontal): it gives you a fresh view so you! 


notice mistakes in a heartbeat (image 07a) 





While you're refining, it's also very 
important to gather the right reference & Quickly laying in values for the face, keeping the lighting scheme in mind im 
LOOK at how eyes reflect the light source 

how the tip of the nose often catches a 

highlight, and how age lines turn with 

the shape of the skull. Note that here the aint vnee 

head will have a lighter side and a darker it vr 

side. Depending on the side it will differ (seiiecele ‘ 2 \ 1 Wr 


how the facial features should be lit nttp://enwhite.com/Paint NV 


When rendering, | basically stick to the Jo in Photoshop, Di at mor 
Same basic round brush and a textured Die Nar 3 Stancarc . 
brush. Using the Opacity Pen Pressure Hicker 2 ; 

toggle helps me to achieve some interesting ‘cle wf is sor B IOC 
complexities. | often use a seamless texture VVnen your TING Skin 


that | use as a texture in my brushes as 201 to Quickly micro-manage yc 


well. It has a convincing arain in it that : g felt ‘ S be ming too c 





works really well to aive the impression of 


pores and details on the skin (image 07b Len White's PaintersWheel, a free and very accessible plug-in for Photoshop 





4 Flipping the canvas regularly can help you to notice any mistakes | 072 | 
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4 Refining the facial features using settings like these can really give the head a lot more character 07b 
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When thinking about color, the face can 

be divided into different color zones. It all 20 iG & ay et 
depends on the color of the light of course e Sof : S0f 
but for Caucasian skin for example, when the 

light is neutral, the top part of the head tends 

to be more yellow, the middie part more TY 20 are D’ 


red, and the bottom part more blue/qray ilaye : ' 


This is especially true with male faces due 

to the facial hair they tend to have around : 
the chin, which Nas a very distinct blue/gray 

tone. This should be subtle of course and ’ ' } ones 
should not be exaggerated, but knowing : 
hose colors are there makes it easier to see 


them when looking at reference photos 


= 





& The face is roughly divided into these three color zones 





4 Mask the area of skin you plan to paint color over 





4 Applying the color zones on top of a brownish base color 





“You'll find the most 
intense reds around the tip 
of the nose and on the top 
of the cheekbones” 


Step 09 

Toning the face 

To tone the face, | created a mask over 
the area of skin | wanted to paint (see 
image 09a). | then started out with a 
wash in the same color that | used for the 
body in the previous chapter. After that 

| kept the painting mode of my brush on 


Color, but changed the opacity to 25° 


One by one. | color-picked the colors from 
zones (see image O9b). Again. look for 
some references online and make a mental 
note of where the most saturated colors 
should be on the face. You'll find the most 
intense reds around the tip of the nose and 
on the top of the cheekbones for instance 
Don't overdo it though, or your character 


will quickly look unrealistic or like a drunk 
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4 Build up the character by adding little scars and irregularities 


Step 10 
That's right, the head is not alossy and 
smooth like a cue ball. Its covered with 
little holes, pimples. and pores: especially 
in the case of my character who | want te 
be a bit more worn than the average Joe 

| put some scars on his cheek and nose 
and used a textured brush to get some 
extra noise in the skin (see pro tip on the 
right), | took the time to make the age lines 
pop and to polish up the eyes, makina 
them appear more lively. | also noticed that 
the forehead should be a little lighter and 
that the overall contrast could be boosted 


so | tweaked those two things. too 


To boost the contrast on the forehead use the 
Dodge tool, set to Highlights. It's a great way 
to build up values and to get vibrant colors in 
skin. The scars and irregularities are subtle 

changes in the midtones that have a shadow 
side and a highlight side. Using the textured 
brush means they fit in nicely with the rest of 
the skin, It's important to keep it subtle here 

the strongest highlights and shadows should 
be preserved for the bigger shapes like the 


e sockets, nose. and chin 
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4 Using the texture option in the Brush palette to get some extra bumps in the skin 


og 








Painting hair 


Techniques for painting hair and creating a brush to speed up the process 


by Bram "Boco’ Sels 


va 
en. 


Painting hair might seem very different 





to painting a face, but you'll soon 
discover there are more similarities 
than you might expect. There is one 

big difference though, and that is that 
hair is anything but static, so it’s harder 
to predict where and how it will move. 
There's no anatomy involved either 

so you can't really measure it against 
something. The only thing you do know 
is that it follows rules of gravity and is 
therefore likely to fall in a certain way. 


| used to struggle a lot with painting 
hair. | just couldn't get a handle on it 
until | started learning about sculpture. 
It was a real eye-opener to see how 
classical sculptors were able to 





render realistic-looking haircuts by 
chiseling hair from marble. It drastically 
changed my approach to painting it. 


Instead of looking at hairstyles as a 
combination of individual hairs, | began to 
see them as solid forms weaved through 
each other. This not only made hair 
easier to understand, it suddenly became 
clear how hair should be lit as well. 


Here you'll discover how to light those 
solid forms, as well as how by adding 
little specks and hairs you can create 
the illusion of the haircut consisting 
of thousands of hairs. You'll also learn 
how to create a simple brush that can 
save you an huge amount of time. 





4 Five different hairstyles, each generating a different back story 
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“The haircut alone can 
really help define the back 
story of a character” 


Step 01 

Warm-up 3.0 (the stylish one) 

During this warm-up | copied the line 
drawing from the previous chapter and tried 
some new haircuts on it, just to broaden 
my horizon. None of these haircuts made 
the final cut (pun intended), but | don't 

think it hurts to try experimenting anyway 


For the sake of this tutorial, | quickly 
masked out the hairstyles in image 01; 
you'll immediately notice how much the 
shape of the hair can affect the way 


your character looks, The sharp point on 








& Don't think about individual strands. but look at the large shape | 02 | 4 Coloring the hair is a lot less difficult if you make sure your 
of the hair and think about how it would react to light values are correct 


the second portrait makes you wonder will result in a convincing haircut. Nothi VOU it | ks be f . 
if he’s an evil mastermind, while the further from the truth. Hair has the tendency na white, it will look Delevat in 
voluminous Nair and slick mustache to group into locks and those locks are 1s well. Heck. y \ t 
of the last one make you think he’s a arger Shapes thal react in the s f pie i lik Te t tof 
Casanova. The haircut alone can really to iqht as every other shape would your desian if j wu ' rrect t 
heip define the back story of a character you mt } ry itt } r 
Think about how you would chisel hair 

“ ° 

Think about how you yut of marble and try to mimic that in your n this st vent 
would chisel hair out of painting. Afterwards, yo 1 alway a f n ty } ifte King al 


marble and try to mimic n some individual strands on top to aive some references 


* . ur ; 
that in your painting the sold shape the itiusion that it consists swatches 1 =f 
f thousands of individual strands of hair 1 to he 


Step 02 
The shape of the hair Step 03 Asa quick tio, | would advise that v 


Beginner artists often make the mistake of The color of the hair ever use pure black in the areas of 


1 
thinking about hair as individual strands. By Painting hair does not differ from painting shad rt hiahhahte 
thinking about it like this you are tempted anything else, in the sense that vaiues a: X vhite hai 
to meticulously paint each one, hoping it re still more imp mt thay 
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& Creating a new brush is a quick and easy way to fill up those big volumes of hair 


Keeping the haircut on a separate layer 

iS a good idea when you start laying 

in the big volumes. By selecting Lock 
Transparent Pixels in the Layers tab, you 
can use a big, soft brush on the sides to 
manually create some gradients, Using 
this technique also forces you to see the 
haircut as a solid shape rather than a 
combination of lots of single hairs, so it will 


be easier to shade it as a whole as well 





Masking the hair is great to get some gradients going, but keep in mind that you're not creating a hairpiece! 


Look, for instance, at the shadow under 
the nose and behind the ear. By painting it 
roughly now, I'll remember to avoid strong 
highlights in those parts later on. There is 
a pitfall in working like this, however: we're 
creating haircuts and not hairpieces, so we 
need to remember to work on the transition 


between the head and the hair, too 


You can change the settings of your custom- 
made “hair’ brush (see pro tip above) by 


going into the Brush Palette to achieve 
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4 Hair is grouped in locks that are draped around the head in different directions 


the desired effect. The most important 
things here are to change the Spacing 

to 1% and to turn on Shape Dynamics 

to get Pen Pressure opacity. Turn off the 
Size Jitter though in order to keep your 
hairs straight and consistent (image 04) 
Scattering, Texture, and Dual Brush mode 
shouldn't be used here because they will 


make your hair feel messy and cluttered 


Step 05 

Twist and turn 

A haircut is mainly defined by how the bigger 
locks of hair are cut and draped around the 


head. | 


When designing a haircut it’s a good 
iGea to think about which way the hair is 
turning. In this case, the slick hair on top of 
the head will be neatly combed to the side 
flowing over into the beard which will be 
more rugged and chaotically weaved (image 
05). Mustaches can be the exception and will 


often be neatly combed and modeled as well 


Use your brushstrokes to suggest the 
direction of the locks; try to use large brushes 


to avoid the individual-strands-of-hair trap 
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4 Changing the brush mode to paint on 
Overlay in the current layer 


05 | 


Step 06 

Color as a statement 
The color of a haircut can be a statement 
in and of itself. In this case. | wanted my 
character to look a little wiser but still not too 


old, so | decided to give him dark hair that 


started to turn gray. For the beard, | wanted 





to give him a salt-and-pepper kind of look 
warm dark browns combined with bright gray 


and saturated browns around the mouth 


You can change the mode of the brush itself 
to paint in Overlay in your current layer 
without creating new overlay layers (see 
image 06a). You can use this technique 
instead of the Dodge tool to boost the 
highlights and to sneak in some new colors 
As touched upon earlier, even when painting 
gray hair, you should always avoid using 
neutral grays. It's better to go for either a 


warm gray or a cooler variation (image O6b) 


Using different colors helps prevent 





the haircut looking dull and unoriginal 


and slightly builds up the character 4 Coloring the beard with a salt-and- 


pepper tone 
by giving him another edge 4 
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* PRO TIP 


Blurring the hair 


ts not hard to imagine how hair strands 
layers on top of each other, st 

tS a good idea to actually approacn it 

that way in Photoshop. Create a layer 

for the base of the hair and keep or 

adding layers of hair on top o 

"Tem 18s Mise timer-i¢ mee! eit a’, 


iSO Work from bDiurred to shez 


Biur the lower layers of the hair witt 
the Smudae tool or with Filter > Blur 
saussian Biur. This will reduce 
the clutter and give the haircut more 

volume. AS vou 10 TNagher up the 
nar layers, get crisper ano snarper 
Temie emip > simeliM  sitsh- mic, mp tie: 


naire tein miss ross ver 


“It's important to work 
from dark to light. Start 
with the dark undertones 
and build your locks on 
top of that” 


Vhen painting hair it's important to work from 
jark to light. Start with the dark undertones 


ind Duild your locks on top of that (see pro 


lip above). Use big brushes to lay in the 
hapes and rough values. and see how it 
already starts to aroun in locks (image 07) 


it's a bit different for the beard since it's so 


haotic, but the idea behind it ts the same 
} put a few hairs every which way 

lO avoid getting a sterile and unreatstic 

haircut. And if you really want to make 


et the painting mode yf your 
Drush to Overlay, pick a bright color, and 


paint in: . xtra sniny maqnnans 


luing the en 
Every now and then it’s important to ster 
back and see the bigger picture. When the 
first thing you notice is individual strands of 


ré probably doing something wrong 
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4 Astep-by-step breakdown for painting hair 





4 Using Lighten and Darken as painting modes to pull it all together 
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| move the hairline forward and introduce more brown to make the character fee! a bit younger 





Designing a costume 


Painting different materials to create a 3D feel for your character 


by Bram "Boco’ Sels 





Generations upon generations have 
expressed themselves through fashion 
and that's precisely why concept artists 
can greatly use it to their benefit. 

When you look at someone's clothing, 
you immediately (and perhaps even 
subconsciously) picture what type of 
person it must be. It is a form of prejudice 
that can be wrong and hurtful in real life, 


but often spot-on in movies and games. 


There’s a good reason for that: because 
of the fast pace of most movies and 
games you should be able to take one 
look at a person and judge what his 

or her role is in the story. The concept 
artists behind the scenes are expertly 
trained at communicating this; their job 
is to create characters and environments 
that speak for themselves, show history, 
and are rich with a back story. In the 
previous chapter you learned that the 
shape of the hair can be helpful in 

doing that. The same holds true for 

the clothing you give your character. 


It is important to remember that every 
decision that you make as a concept 
artist should contribute to what you are 
trying to communicate through your 
designs. If your character is a villain for 
instance, giving him sharp, dark clothing 
will help to reinforce the idea that he is 
bad and make him seem more evil. 





A Quick studies of some 19th-century outfits 


This chapter will take you through 
everything you need to know to give 
your character an interesting costume, 
from how to paint different materials 
to how to translate that knowledge 
into painting onto volumes, to 

achieve a lively and 3D character. 


Step 01 

Warm-up 4.0 (the historical one) 

A different kind of warm-up this time! | had 
decided to move forward with the 19th- 
century theme | had going in the previous 


chapters so | opened up Wiki Commons 


German 
deadhead soldier 


again, this time researching costumes 
from that period. | wanted to create a 
hero, so | looked a lot at military uniforms 
and did some little studies of the outfits 


that really spoke to me (image 01) 


| particularly liked the German deadhead 
soldier's roped jacket, the officer's jacket 
buttons, and the blue boy scout's crossed 
leather bands. | looked at paintinas 
contemporary to the time as well. You can't 
have too many references, so | created 

a new folder in my reference library for 


everything | could find from the 19th century 


= : BRED 
FABRIC pmerAaAl 


& An example of one of the patterns and brush texture settings | used 


A Three mannequins, ready to be dressed 


Pot SHED 
wood 








When painting outfits you'll come across 

a lot of different materials. Each material 
has a different color and texture, and reacts 
differently to light. While warming up | noted 
which materials were going to return in the 


outfit and did a separate study of those 


In image 02a you'll notice that there's a big 
difference in values for each material, I've 
put the value ranae in black and white below 
each, and youll quickly notice that materials 
like metal and gold reflect a lot more light 
than fabric does. Their highlights are 
stronger and they reflect their surroundings 

a lot more clearly than the fabric, which has 
almost no highlights but does have very dark 
shadows. The texture is also different in each 


material’ some are rough, some smooth 


To paint the different materials | used exactly 
the same brushes as | did for painting the 
face. | did change the pattern in the texture 
mode from time to time though (see image 
02b). You can find great textures on sites 
such as www.cgtextures.com. To create a 
new pattern, download the image and open 
it in Photoshop. Then click Edit > Define 
Pattern. To get that sleek lighting look for the 
glossy-looking areas on the edge of the balls 
in image 02a, | used the Dodge and Burn 
tools around the edges of the ball masks 
The highlights were painted manually 


= id 


Step 03 


Just like a fashion designer, start out with an 
anatomically correct mannequin. Picture it as 
a dummy which you dress up the way you 
like. It Shouldn't be too detailed since it'll be 
coverec with clothes, but it's important to get 
the big volumes right. If the base is incorrect 
it will be very difficult to rectify it later on, so 


really make sure the foundation is right 


Eventually, | duplicated it so | have three 
figures and can therefore create three 
entirely different outfits. This way you 

keep your mind open and, especially in a 
production pipeline, it gives you a few options 
to show to your client, which is always safer 


than coming up with just one suggestion 


Step 04 

Dress to kill 

Dressing up a character is such a fun thing to 
do. It brings your character to life and gives it 
background and history. At first | started with 
a rough, no nonsense kind of soldier with a 
roped jacket and din covers over his pants 
but | quickly felt that he needed a long coat 
to raise his status and to make him more 
heroic. In the second character | kept the 
roped jacket and introduced boots with spurs 


to suqgest he d have a horse son 


The last character | drafted had a different 
of coat. | gave him a ceremonial sword 


mush his status further (see image 04 


Step 05 


Assigning values 


Designing costumes is a bit different when 
it comes to values. Each element will have 
its own value range depending on its color 4 Three costume designs, using elements from 19th-century costumes but combining them to 


' 4 create something new and unique 
and what it's made from (see step 02) 


& Thinking about the big values is important if you want to create a character that's readable 





all these elements will have to work 


together and support the character 


It's important to keep this in mind and think 
about what you want to emphasize and 
what you don't. For instance. note that in 
image 05 there's a difference between the 
roped jacket in the first character and in the 
second. In the first | chose to use light ropes 
against a dark jacket; in the second | used 


light ropes against a mid-range jacket 


As a result. you can see that the ropes 
n the second jacket become a iot 
more subtle and the emphasis moves 


towards the buttons on the coat 


Once you've settled on the basic values 
you can start thinking about volumes 

Ts Te ™ T “ ~ a a ' 

again. The process is basically the same 


as in the chapter on painting the body 


& Pushing the values, thinking about the direction of the light and which planes are facing it 
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Checking the Histogram once in a while keeps your values balanced and alive 


page 82). but the difference here 


that instead of painting muscles you re 
painting different materials and wrinkles 
The way you approach it, however, is 
uimost the same. Think about the body 

3S a cylinder: think about what side of the 
ylinder you re painting on and let common 

sense take it from there. It also doesn't hurt 


{oO Keep some referan 2s open in a separate 


window: | almost never paint without them 








Step 07 


As an artist, an important skill to master 

s to be able to visualize what you re 
painting in front of you. Think about it as 

a 3D object you can turn around in your 
head and envision how light falls on it. In 
this case, the key light still comes from the 
front left, so in my mind | try to visualize a 


cutout of what I'm painting in front of me 


In image 07 I've highlighted the parts that 
are directly facing the light, which should 
be lightest: the black parts can't be reached 


by the light. so naturally they'll be darker 


Depending on the material you're painting 
those highlights and shadows can differ 
For example, the white jacket will have a 


lighter value range than the dark coat 
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& A cutout for part of the costume. Note where light hits hardest and which areas hardly 
receive light at all 





& Photographic textures can really liven up your clothing 


4 Pushing the values with the Burn and Dodge tools 


“When working in black 
and white you don’t 
have to worry about 
oversaturating the colors, 
so burning and dodging 
areas is a quick and easy 
way to push the values’ 


Step 08 
Pushing the values 
A great way to push the values further 


(that is, push your darks darker and your 
f y ) 


lights brighter) is by using the Burn and 
Dodge tools to create a clear separation 
of values. When working in black and 
white you dont have to worry about 
oversaturating the colors. so burning and 
dodging areas is a quick and easy way 


to push the values that littie bit further 


You can use the Burn tool (see the glossary 


on page 211) with a soft brush to go over 
every overlapping part of the outfit to 


create convincing occiusion shadows 


and you can use the Dodge tool to really 
push the highlights to where you really 
want them to stand out and shine. For 
more information on occlusion shadows 
please refer to the glossary (page 216 
Keep in mind that these are dangerous 
tools to go overdoard with. You can 
quickly distort your values with them 
which will result in an unrealistic and flat 
image. Subtlety is key here; remember 


that every material has its value range! 





The color of clothing has changed a lot 

ver the rse if histor So researcning ejte we 

the right colors for your designs can really 

make your Character believable. Think Yar : JL : : 
bout what people dressed like in the 90s “S 
and try to picture a medieval warlord 

those colors Dy esn t work that well, nul 

n the case of my 19th- tury her noticed i : 





ine recurnng colors from that period were 
navy blue, ocher,. and burgundy. So with : 


those colors in mind and a brush with the 


painting mode on Color, | quickly went over 










the bigger elements to try out some different 
nbinations. After that | gave them one 


more round of detailing with a reauiar brush 


Si . 
After a while | settled dow ihe Se na of 
the three figures. | felt his double at and 
roped jacket were the better mbdinatu if 
ine three anc Ked the doubk jored pants 
mbdined with the dirty boots. | wasnt to 


& Using navy blue, ocher, and burgundy as the main colors for the costume : 





Pose and background 


Learn to pose your character and add post-production effects 


by Bram "Boco’ Sels 





The final pose is often just for 
presentation purposes. You've already 
decided what your character looks like 
and you've got the green light for the 
outfit. In other words, everything is ready 
to go into production and will eventually 
Start its new life in the game world. A 

lot of studios do, however, still prefer to 
have a nicely shaded mood painting of 
the character as well. It combines all the 
elements and gives them a nice image to 
use for promotion, Preliminary sketches 
and designs like the ones from the 
previous chapters are great and helpful 
for a 3D artist to move forward with, 

but can't be used in marketing. Hence 


the last step: the polished hero pose. 


The main difference here is that the focus 
lies more on how you light the scene 

and which mood you wish to convey. 

In other words, your character should 
almost be swallowed by the environment 
around him. This chapter will teach you 
how to create fog and particle effects 

to do just that. By smartly using light 

and color you'll quickly learn how to 
create the illusion that your character 


is really standing somewhere. 


Step 01 
Warm-up 5.0 (the quick one) 
A qood exercise to warm up with is to 


Go some gesture studies. Look at some 


ii2 


& Quick gesture studies with the line of action going through the middle 


reference photos and try to lock down 
the poses as quickly and with as few 

lines as possible. These gesture lines 
are the bare minimum you need to get 


‘ 


f iO 


a readable pose. And if you decide 
take them further, everything you add 
from then on should be submissive to 


these simple but dynamic guidelines 


Aliso notice that one line in particular is 
the absolute king of lines, that’s the line of 


action. It goes right through the torso and is 





what makes the pose dynamic (imaade 01). A 
300d thing to remember here is that if you're 
looking to create something dynamic, the tine 
of action should always be a curve. Acurve 
indicates movement and force while straiaht 


lines quickly look stationary and boring 


Manneauin actior 
As in the previous chapter every « naracter 
painting | begin starts with a basn 


mannequin which | then detail. When | first 





& Building the foundations for my character: 4 
knees slightly bent, hands ready to hold a musket 
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& The mannequin dressed up and ready for action 
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4 Volumetric fog makes the environment swaliow the character 





hannels Paths 


Layers 


Boiirtinyny dD 
Normal = : 


Pd + 


100% + 





Most body parts can be seen as cylinders, to which it is easier to apply the rules of perspective D. 


Something that is often forgotten by beginner 
artists is that even characters have to abide 
by the rules of perspective. Even though 

you might not see the obvious straight lines 
moving towards a vanishing point, it doesn't 
mean that perspective doesn't apply 


Think about every body part as a cylinder 
and try to figure out how it's oriented. It's 
a good idea to draw a horizon line on a 
separate layer as it helps you put your 
shapes into the context of perspective. In 
our Case, the most obvious cylinders are 
in the boots; look at how they are below 
the horizon line (image 04) which means 
we see the top of them. Knowing this will 
help you to visually calculate how the 
boots should appear around the leg 


Dragging and dropping a layer on the 
Create New Layer button at the bottom 

of the Layers palette quickly generates 
duplicate layers and keeps a backup hidden 
underneath your new one. It's a good 

idea to keep backup layers so you can 
always go back a few steps if needed 


For the final image | decide to mask every 
element of the outfit on a separate layer 
“Waistcoat”, “Skin”, “Coat”, “Pants & Jacket" 
and “Junk” for things like the musket and 
boots (see image 05). Keeping elements 
on separate layers gives you freedom to 
fluently paint on the layers below, and you 
can quickly use the Burn tool to darken 

the transitions between different pieces of 


clothing without affecting what's on top 


100% |= 


lok: Rf + & Fal: 





Masking everything onto separate layers D5 


| had decided | wanted to create a 

dramatically backlit scene, so as a first 
step towards this, the Light layer above 
the layer stack is an Overlay layer that 


brightens the top of the image 


A trap I've fallen into a lot before is detailing 
the face just as much as the rest of the 
body, marking the place of the eyes, the 

tip of the nose, and the line of the mouth 
without worrying about the rest of it. That 
way a lot of subtle information goes out 

the window and these gaps need to be 
made up later on. | feel it's much better to 
zoom in a bit and really plan the portrait out 
in advance. It's more manageable when 
you have a very specific face in mind, and 


it will save you a lot of time later on 


* PRO TIP 
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4 The Color Balance adjustment layer, an easy way to unify the colors in your painting 


4 Planning out the facial features for the portrait 





| wanted to create a more dramatic and 
foreboding environment, so | had to 
change the lighting scheme somewhat 
To get that dramatic vibe | increased 
the back light and moved in some fog to 


disconnect him from the background 


To paint fog, | create a brush from a cloud 
photo/texture. Do this by opening a cloud 
photo (it can be one you have taken yourself 
or from a free texture site), and, using the 
Lasso Tool, select an area of the image from 
which you want to make the brush. Right- 
click the selection and select Feather to 
about 20 pixels. This blurs the edges. Then 


copy and paste onto a new document 


We now want to desaturate the cloud: go to 
Adjustments > Desaturate (Shift+Ctri+U 

Add a Levels adjustment layer and move the 
sliders until you end up with a blacked-out 
background. Next add an Invert adjustment 
layer (Layer > New Adjustment Layer 

Invert). You should be left with a nicely 
defined cloud, so choose Edit > Define Brush 


and you now have a ready-to-use brush 


Returning to the figure, | blocked in the 
values, looking closely at the images from 
the previous chapters to make the final 
illustration as consistent as possible. You 
might be tempted to copy parts directly 
from your previous designs, but | feel 

it's better to just paint them again from 
scratch, It ll be more correct and you'll have 


more control over what you re doing 


If you're creating a mood piece like this it's 
important to think about the color scheme. | 
knew that | wanted it to be cool and dark to 
get that tense vibe across, so one of the first 
things | did was darken the background and 
tone it biue. | also started toning each part 
of the character in its local color (the color it 
has under neutral light). It's important to note 
that color changes when under a colored 
light, but | wanted to get the local colors as 
close to the original designs as possible 


before worrying about the color of the light 


- 
Pay 
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After increasing the intensity of the back light, the values of the character 
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The dust texture | created from a photo of a moldy brick wall 





also changed 
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To make your char ter feel ré anc 

belevabie, its important to suagest that 

hes actually standing somewhere. A areal 

way to do that is by creating a platform and 

yiving him a cast shadow. For the platform 
ised a tree texture of a cobblestone road 

and used Edit Transf > Perspective 

to warp tt towards the horizor 

The shadow was created with a Multiply lays 
see page 23) on top of that. Finally | added 
ome fog in front of the character to really 
reate the iiusion that he's not just a cutout 

but an actual person standing amidst the fog 

: > iC 

At this point the character still feels unhinged 
ecause of the ] lors. It feels as thoud 

the mood an ohting have no impact on 

him whatsoever and that heisttwitha 

jifferent tyDe f ight entrety which makes 

him feel disconnected from his environment 

50 what needs to be done is to look at the 

lifferent local colors and calculate what 

they will K like under a Diue lhoht source 

The blue vat will become more vibrant 

the red of the under at will mix with the 

Ddiue light and turn purple 1d the vellow 

and whites will become a lot colder. Some 

tist: st startina out ¥ be tempted 

to inrow over an } iment iayer at this 

point and call it ay t that snouid 

niv be the starting point. Y chon } 
ecorme iol n ea Irate ity lake 

tf time t 7 r nd touch up y f 

ew ( by h ' J y In) See ON the 
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& Creating a platform and cast shadow can really ground your character 
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Creative workflows 


Learn how to create different styles of characters in 
Photoshop by discovering the processes of top artists. 


With the many different approaches and techniques accessible in a 
program as powerful and versatile as Photoshop, many artists have 
adopted signature and unique styles. Part of growing as a digital artist 

is crafting a style of your own and over time you will soon refine your 

own techniques. To help you on the path to developing your own style, a 
selection of talented artists. with a plethora of knowledge to share when it 
comes to digitally painting characters, are on hand to guide you through 
their creative workflow. Each artist will talk you through their complete 
creation — from initial ideas to the technical process — sharing their tools, 
methods, tips, and tricks, which will encourage you to find your own style. 





Desert man 


Create an evolved human designed for living in the desert 


by Derek Stenning 





> 


In this chapter we'll go though 
the steps | usually take to create 
a character design for a client. 


The assignment for this design is to 
create a character that has adapted, or 
evolved, to live in a desert environment. 
The design brief is pretty strict, in 

that even though the character has 
evolved, the character must remain 
human, with two arms, two legs, and 
so on. This means the evolutionary 
changes won't be too drastic, but 

they will (along with equipment and 
costume elements) help the character 
cope with the desert environment. 


Challenges of a desert 


To warrant the need for these 
evolutionary changes, we won't be 
using any high-technology solutions 

to the challenges posed by the desert 
environment; we'll keep it fairly low-tech. 


An important thing to look out for in 

a brief is a scenario or story. When 
design assignments don't have a 
scenario aspect to them | usually make 
one up myself, as it is a huge factor in 
making design decisions — what is this 
character doing in the desert anyway? 


My process for this assignment will be no 
different, so I'm going to imagine that the 


Covered clothing: 
+ Block out heat and sun 
+ Robes, capes. layers 
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character is some sort of scout; maybe he 
is tasked with patrolling the vast desert 
boarder areas of the society or group that 
he belongs to. This task will require him 
to spend extended periods of time out in 
the desert alone. Even though his people 
have evolved to be better able to cope 
with this environment, the scout will have 
to be equipped to carry out his mission. 


Step 01 

Character and environment research 
| always start my designs with a little look 
into the subject matter. I'm no expert in 
evolution, or in desert environments, so 

a little time spent learning about those 
major elements for this assignment 

could go a long way in informing my 
design choices for this character 


| look into the challenges of living in. or 
adapting to, a desert environment. The major 
issues are the extremes of temperature 










“Mouth: 
Smaller mouth, with little or no lip 
helps retain moisture 


_ Enlarged ears allow heat 
to escape the body 


Eye: 

A large brow and darkened eye 
wells help protect the eye from 
intense light 

A nictitating membrane helps 
to protect the eye and retains 
moisture 


a 
w Fi 


Nose: 

A flattened nose with nostrils that can 
close helps reduce evaporation and 
prevents moisture from escaping 


4 Asketch of potential evolutionary changes to adapt to a constant desert environment 


(hot in the day, cold at night), and a lack of 
water. To address the temperature issues, 
I'll have to find ways for the character to 
avoid and dissipate heat in the design. 

I'll also have to find a way this character 
can retain or acquire water. The desert 
can be a hostile environment, so that will 
have to be reflected in the design. | take 
all my notes and collect them on an idea 
map for quick reference (image 01). 


Step 02 

Image reference gathering 

After taking time to think about the design, 

| spend more time gathering images that 

| think can inspire me or introduce me to 
new ideas. References help to expand your 
thoughts on a particular idea, so | search 
for what | think are topics related to the 
assignment at hand. | collect images that 
strike me, or contain something that seems 
to address a part of the design concept, and 
put them on a reference sheet (image 02). 


| limit my time doing this as | could search for 
reference images forever; I'm only looking 


for little bits or elements that contribute to 
the design, not for the perfect image. 


“I'm keeping the body long 
and lean, as this will allow 
for less heat retention and 
increased heat dissipation” 


Step 03 

Evolution study 

The brief states that the character has 
to remain human, so the first step in this 
design is to figure out the evolutionary 
changes to the body that have occurred 
for it to live in this desert environment. 


| sketch these ideas out, as | find that it 
moves things a little faster than painting. 
In Photoshop | use a simple round brush 
with pressure sensitivity set to around 
10-15% and opacity set to 50%. | lightly 
sketch out a few of the ideas that came 
to mind after putting together the idea 
map. | sketch these ideas out loosely on 
a layer, and once I’m happy with them, | 
then tighten them up a bit on a new layer. 











Body: 

The slender body 
allows for less heat retention. 
Wide shoulders allow for 
increased airflow between 
the body 


ent: 

Darker skin pigment helps with 
the protection from high UV 
radiation, Here, for visual interest, 
I've broken up the darker pigment 
areas to create fades and spotting 


—— 


adding a bit of quick shading to help define 
them and to give them a little “pop”. 


As it is early in the design phase and since 
this material is mainly going to be used 

to create another design, these sketches 
don't have to be too final or polished — they 
just need to communicate the ideas. 


I'm keeping the body long and lean, as 

this will allow for less heat retention and 
increased heat dissipation. Wider shoulders 
set the arms away from the body and allow 
for increased airflow and more heat to 
escape. Darker skin pigment, in image 03 
broken up into spots and fades for visual 
interest, aids in protection from UV radiation. 


On the face, a heavy brow, darker eye wells, 
and the re-introduction of a translucent 
nictitating membrane protect the eyes from 
UV radiation and airborne debris. Larger ears 
facilitate more heat loss and a smaller mouth 
decreases the loss of moisture. The nostrils 
have gained the ability to be open and shut 
when breathing to conserve moisture. 
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Step 04 

Silhouettes round 1 

| love using silhouettes when designing 
characters. It is a quick and easy way 
to rifle through various design options 
Here is a quick rundown of how | create 


the silhouettes for this very purpose 


First, | sketch out a quick pose over my body 
sketch from the evolution study | did earlier 
(under the pose on its own layer set to 15% 
Opacity), so I'll Know I'm keeping within 


my Original proportions (see image 04a) 


Then | rough out some loose costume 
elements and ideas over the pose sketch 
(see image 04b). Then with an angled 
brush set to 100% opacity, | fill in the 


main body forms (see image 04c) 
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A Filling in body forms 
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Once the body is filled in, | fill in the interior 
of the cloak and the hood on a layer beneath 
the body fill (image 04d). | do this sol can 
lighten up these areas to give the silhouette 
more form and depth. To lighten these 

areas | just use the Radial Gradient tool 
lightening the areas furthest away (see 
image 04e). Then | darken up the elements 
closer to us: the front side of the body 

belt and the right hand (see image 04f) 

The next element | get to work on is a 
staff/rifie that our scout uses for protection 
This is a more 


and for aid in traveling 


complex piece So 


paint it in profile 


as yOu Can see ! use the 


Free T 


n in age O4q 
to move this element 


O4h) 


ranstorm too 


to piace isee image The final 


silhouette can be seen in image 04i 
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Now | repeat these steps several more times 
playing around with different design options 
The options feature various elements to 
address the temperature issues, such as 
layered loose robes, cloaks, and shade- 
providing hoods These elements are meant 
to double as shelters at night. Water-saving 
devices such as moisture traps and filters 


combine with water storage elements 


Protective footwear and armor combine 
with staffs to aid in traversing loose, rough 
and hostile terrain. Signal reflectors 

flags, and silks aid in communication 
across the vast desert expanse. I've 
noted these features on the silhouette 
page as points of interest/discussion as 

if | would be going over these design 


options with an art director (image 04}) 


+ 
e110 @/7's ern © 
31218 @ 2 ee 
O1e;s Rr & 
ore ee] es &® 
9 2:9 
+ , 
_ - - * 


Tose 








































“ tS . 
4 A the 
y * my Jt 
/ onrtera- 4 *, JS * 
, a > > ’ ¥ $ wt | els 
, #e2errre \ Jw 
’ ‘ sever ty Sf wah Tost 
4 ea tdurae 
y oe Sr 
, . rt. Ue ? " a 2 3 
£2@e-s: JF. - 
, . 7. 
y b. 
4 Fr. ‘Uste : 
4 
“4 = , s[_ Loved 
3 om : T-} 
one 
se? nh 
9 | Nets 
‘ae |» Ce) 
fie #s P is | mcs 
Rie :, = 
a , SS Rem 
hae 
|" Anz. 
. = f. ru 
* / | le i | 
2 
4 
4 Lightening the areas further away | o4e | 4 Darkening the closer elements | 04F | 
, 
he 
es 
6 
AS 
a= 
ve 
Sf ta 
ve 
. ” Sees 
- hare 
i fe 
& eee ee 
ices eet 
e oe = 
: . , ea af ps 
ihe Sb 
4 hd 2 a 
A Painting the rifle in profile | o4g | A Using the Transform tool to position the rifle | O4b | 
Reflector 
signal 
a Moisture Armor 
j ak! tra 
a shelter rep 
Water 
cisterns . 
(2) \ 
Oo rs) . 
. ‘Robes! 
shelter 
Carapace 
Louvered 
garment shelter 
Signai 
‘ 17) 
Cleats 
A The final silhouette | 045 | 4 As you can see, silhouettes explore design options in a quick and efficient way ] 045 | 


125 


Step 05 

Silhouettes round 2 

We'll now narrow our options down by 
choosing our favorite designs and modifying 
them, with the addition of new ideas or 
elements from other options presented in 
the first round. In a production environment 
this would be done using feedback from the 
art director, but here | let my own thoughts 
and preferences guide the process 


To put these together you can cut up the 
silhouettes using a selection tool, such as 
the Lasso, and mash elements together 
Alternatively you can paint elements over the 
silhouettes from the other existing silhouette 


options or new ideas that come to mind 


My first selection is option 7 from the 
silhouettes in image 04) as | really like the 
simplicity of it and it seems to communicate 
the desert scout theme to me. But | really 
like the signal silk from option 5, so | paint 
in a similar version and also add the signal 
reflector to his staff to aid in his scout role 

| alSo paint in water collection bladders 
from option 5 along his sides to give him 


some more water retaining/creation ability 


My second choice for further study is option 
1, as it also seems to sum up the character 
The only additions | make to him are 
extending the armor elements and adding 
some armor to his right arm as in option 4 


but in a much more restrained fashion 





4 Painting in mid-gray tones 
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4 Revising and combining silhouette design options 


A Sketching details over the silhouette 
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Step 06 

Grayscale rendering 

The next step is to take these two 
designs further — to block out the interior 
costume design elements to see how 
they work. This is done in grayscale as 
this can be a faster way to render up 

a character as you don’t have to worry 
about color — you can just focus on the 
costume/body elements and values 


To get started on the grayscale 
rendering | first sketch out some interior 
elements on a layer over the silhouette 
to guide the painting (image 06a) 


The lighting will be coming down from the 
upper left. To help indicate this and to get 
the rendering started | take a mid-gray and 
use the Radial Gradient tool across the eR er pees One Ee Vole ey 


upper left side of the character (image O6b). 


Then using an angled brush, set to 50% 
opacity and with pressure sensitivity on, | 
do a quick rendering pass over the whole 
character, defining the major forms and 
keeping lighting and materials in mind 
(image O6c). | also use a cloud-like brush, 
and on a separate layer, fill in behind the 
character. This will aid later in rendering. 


| now start rendering up individual elements 
(image 06d). The headdress is a major piece, 
$0 | start with that. An important thing to 
keep in mind while rendering is the material 
of the object you're painting. This will affect 
how the light is absorbed, reflected, or 

plays across the surface. The outer shell 

iS a worn metal, so it will be well used but 

it will also reflect more light than the dark 
wrapping around the character's arms. | start 
by giving it a little texture to indicate wear 

by painting in some variance and marking & Rendering individual elements 
with a couple of abstract shape brushes. 


* PRO TIP 


panel cut lines (image 06e on next page). | Presentation 


Then with the round brush | paint in the 


keep these on a new layer above the main Remember 
painting layer, so | continue to paint in the 
lighting and texture information without 
obscuring these cut lines. As | said, while 
this is older, more worn metal, it should still 
be reflective, so | decide to paint in more 
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nirast, puncn up the fhignhignts, anc aca 
Me panel detail (image VUbT). | carry outa 
inal cetail pass adding more highhagnts to the 
it ines, a few more tertiary element nad a 
bit of reflected light from the environment t 
ive the headdress more torm (image Voda 
| then repeat this process across the rest of 
the character, keeping my mind on points 
of interest and materials. These aren't 
final designs. so only spend time on areas 
that communicate unique aspects. like the 


headdress, staff, moisture trap, and signal 
silk on this character. The rest can be 
addressed later if this option is selected 


mage U6: shows the two options at the end 
of this process. The first design focuses 
more on softer materials like layered loose 
robes, the wraps, and the signal silk. He 
seems like a traveler, and is somewhal 


mysterious, with his headdress and his 


face obscured by the moisture trary 


The second option explores my idea 

of louvered clothing, These garments 

can open up to allow the passage of air 
and to allow more heat to escape, and 
can then be closed up for warmth. This 
character also seems more aggressive 
because of his armor and how the musket 


has been incorporated into his staff 





4 Afinal pass, adding more highlights 
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A Painting the panel cuts in 





4 Adding contrast to suggest reflective material 
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A | repeat the process over the whole character | 06h | 





4 The result after grayscale rendering was used to further explore design options 
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colors 





4 The triad color scheme 
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4 | use an angled brush at 100% opacity | O7« 


Step 07 

Rough color compositions 

After the characters have been blocked out 
in grayscale, the next step in this exploration 
is to add some color to help us evaluate the 
designs. Color is important, and using an 
Overlay layer in Photoshop is a great way 

to quickly add color to your rough work. I'tl 
explore a couple of different color schemes 


across the two designs and judge the results. 


On the first character, I'm going to use 

a primary triad scheme. Triad schemes 
use three colors that are evenly spaced 
around the color wheel (image 07a). This 
method creates color schemes that are 
quite bold, even when using subdued 
hues, as | tend to do. As | want the heat 
to come through on these characters, 

I'm going to use red as my anchor color, 
with yellow and blue backing it up. 


Triad color scheme 

A triad color scheme uses colors 
that are evenly spaced around 
the color wheel. Triadic color 
schemes tend to be bold even if 
you use subdued versions of your 


It is best to let one color dominate 
and use other two colors as “i 
secondary/accent colors 


a | tweak and balance out the colors 


Once we have our color scheme sorted, 

| create a new layer set and change the 
blending mode of the set to Overlay (image 
07b). This will allow me to use, sort, and 
change multiple layers for different colors 
over the grayscale image. | want the hot 
temperature to come through on these, 





a Create a new layer under the character and paint a background 
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so on a new layer within the layer set | fill 
in a red color over the entire character 


| then go over the character, painting in the 
different colors for the different elements 

| create new layers as needed for the 
different elements. This just makes it easier 








v 


4 Ae Po pie Na tO 





4 Adding in the secondary details 


to modify and change the colors as you go 
For the painting |'m just using an angled 
brush at 100% opacity (image 07c) 


When the major elements are all filled 

in | spend some time tweaking and 
balancing the colors (image 07d). For this 
| often pick a new color and paint over 
the specific layer, but | also sometimes 
use the Hue/Saturation or Levels 
adjustment panel and tweak the existing 
color until | find something that works. 


After the colors are where | want them, 

| create a new layer under the character 
and paint in a simple background for the 
character to rest on (image 07e). This 
was painted with a cloud-like brush and a 
texture brush to give it an abstract random 
feel. This background helps the “pop” of 
the page and will aid in the detail pass 


| now do a quick detail pass on the 
character. On a new layer on the top of 
the layer stack, using an angled brush 
with pressure sensitivity on and set to 50% 
opacity, | go over the character adding 
secondary details (image 07f). | also paint 
in some reflected lighting using the colors 
from the background to give the character 
more volume and depth. As this isn'ta 
final design, you don't have to go too far 
with this detail pass, just get the image to 
a point at which the elements are reading 
and you are comfortable presenting it 
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4 Levels adjustment layer to alter contrast 


| then select the character and create a 
Levels adjustment layer. | tweak the levels, 
punching up the contrast by increasing 

the lights and darks (image 07g) 


Finally, in order to warm it up a little, 

| select the character, and then on a 
separate layer | fill my selection with a 
warm, lighter-toned orange | grab off the 
character's shadow (image 07h). | then 
set the blending mode of the layer to Soft 
Light. As the fill color is lighter than 50% 
gray, this will lighten up the whole image 





s 
4 Wash the character with a warm orange | o7h | 


and wash it in the subtle warmth of the fill 
color. ! pull the opacity back to around 40% 
so we are left with a warm, hazy feel 

kind of like you would expect in a desert! 


| repeat this process on the second 
character, this time using an analogous color 
scheme (a color scheme that uses colors 
that are next to each other on the color 
wheel: see the right-hand figure in image 
07i). | start with the same red base, but move 
into violets and indigo as my secondary 
colors, and add a bit of orange for an accent 





4 Exploring possible color options 


Lo 
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Step 08 

Creating the final design 

After weighing-up the two designs, | decide 
to move forward with the first character 
option. This version seems to hit more of the 
design criteria: the loose, layered robes and 
the large headdress (which I'm imagining 
will fold out into a shelter) help to block out 
heat radiation; the moisture trap, that collects 
moisture in the water bladders, helps with 
water retention; the footwear increases 

the sole surface area; and the staff will 

aid in traversing the loose, rough terrain. 
The signal staff and the signal silk (one of 
several carried) help this scout communicate 
across the desert expanse as well. 


I'm also moving forward with this design 
because it has more emotional impact, 
and hits on the solitary, somewhat 
mysterious nature of the desert scout. 


Now that I've made my choice. | refine 
the character a little more to bring it up 
to a presentation level. | start by taking 
the color composition and merging it 
all together, except for the background. 
Then | make a few larger changes. 


First | adjust the position of the signal staff, 
bringing the heavier front end down. This 
looks more natural given the weight of the 
signal end of the staff. Using the Polygonal 
Lasso, | grab the staff and free transform 

it into a downward facing position. 


1 Supplies 

Carried on the back, this parcel contains: a 

ceramic vessel that caries food and doubles 

3 asa siove, four additional signal silks (in four 
different colors), and bedding 








_, Belt attaches here 


3 Signal staff — reflector mirror 
The signal staff has a mirror with a hinged 
swivel cover. This mirror is used to reflect 
Sunlight to create Communication signals to 
other scouts. The swivel cover can be used 
to interrupt the reflected light to create signal f 
patterns or Morse-code-like messages 


~ ~ “J 


4 Detail sketches are a quick and easy way to flesh out elements of the design 
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A The chosen character option is refined 
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2 Shelter 


The large headdress unfolds into a small single-person shelter. This shelter 

is used to avoid the hottest periods of the day, to bed down for the night, or to 
provide protection from the desert storms. The staff is separated in two. with the 
botiom porbon extending to become the main support for this shelter 





Second, | erase the large signal silk to the 
left of the character. | want to give the image 
more depth, so on a new layer under the 
character | paint in a new a new signal silk 
that extends back into the background 


Now I'll work on tightening things up. I'll 
create a new layer on top of the layer stack 
and using the angled brush (again set to 50% 
Opacity) |'ll paint in more lighting information 
and add secondary details such as the 

little weights that keep the robes in place 

and the staff details. During this process 

| also rework the background with the 
addition of a patch of dry, cracked ground. 


Step 09 

Additional design details 

Now that the final design is done, I'll 
create a few sketches of additional 
design details. These quick sketches will 
help flesh out elements of the character 
design that don't come through in the 
image from the previous step and 
communicate additional design ideas. 


If you look at image 09, these include a detail 
of the supply pack carried by our scout, a 
detail showing how the large headdress folds 
out into a shelter to protect the character 





* A 


4 The final design sheet is created to communicate the design to the client 


from the environment (whether from the heat 
of day, the cold of night, or a desert storm), 
and finally a detail of the signal reflector 
mirror that is encased on the end of the staff. 


Step 10 

Compiling the design sheet 

The last thing to do is to compile the design 
materials onto a single page. This will serve 
as our design sheet that would be used to 
present the final design to the client. | take 
the final design render, the additional design 
details, and since the facial area is half 
covered by the mask of the moisture trap, | 
include the head elements from the evolution 
study as well, and | arrange all the images on 
a page with the relevant notes (image 10). 


At this point, if there are no revisions 
needed, the design is finished. If this 
design were to be approved, we would 
then move forward with creating a turn- 
around and potentially more detailed 
images so other artists could start to 
implement the design into the final product. 


1. Body: the slender elongated body 
allows for less heat retention. Wide 
shoulders allow for increased 
airflow around the body 


. Eye: a large brow and darkened eyewell 


help protect the eye from intense light. 


. Moisture trap: captures moisture from 


breath, funnels this down to the water 
bladder (worn around back of tights). 


. Signal silk: used to convey 


messages to other scouts. 


. Bladders: water bladders are slung 


around the back of the lower robes. 
Filled before missions and can 
be refilled at supply stations. 


. Head: numerous other features on the 


head contribute to desert adaptation: ear — 
enlarged ears allow heat to escape; mouth 
— the small mouth helps retain moisture; 
nose — nostrils that open and shut when 
breathing prevent moisture from escaping. 


. Supplies: carried on the back. 


. Shelter: the large headdress unfolds 


into a small single-person shelter. 


. Signal staff — reflector mirror: this 
mirror is used to create communication 
signals to other scouts. 
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by Charlie Bowater 


My starting point for this character is the 
theme of “low gravity”; the idea that the 
character must have adapted to survive in 
that particular aspect of her environment. 
My first priority is to find out what the 
effects of low gravity on the human body 
actually are. Although there’s no way 

to know what the effects would be long 
term, common side effects for astronauts 
are loss of body mass and bone density, 
nasal congestion, muscle atrophy, 
motion sickness, sleep disturbance, 


and bloating due to blood pooling in 
the center of the body. Sounds great! 


Those are just a few starting points that 
could spark an idea for character design. 
Next | want to think about what | actually 
want to paint. What kind of colors and 
designs do | have in mind? | really like 
the idea of taking some color inspiration 
from space itself: a very deep, dark 
background and some vibrant splashes of 
pink and blue to highlight the character. 

| also really like the idea of a bit of white 
armor, a la storm trooper, to add a nice 


contrast to the dark background. 


It helps to throw together a mood board 
or collection of references to get the ball 
rolling! None of them have to be anything 
that you have to stick to, but they can 
really help with inspiration and remind 


you of what you originally had in mind. 








& I'm really just focusing on the general shape of the character at this point 





& | have a few ideas in mind in relation to low gravity; I'm having fun and seeing what works 


4 Copy and paste from your other designs 





Step 01 

Starting with a sketch 

To get started with my sketches | open 

up a new canvas, usually around 3500 » 

4900 pixels. | like to work on fairly high 

resolution canvases, as they're large 

enough to accommodate all of the detai 
add later on: my canvas also needs to 


be large enough to be printed eventually 


On a new layer, | start to block out some 
very rough silhouettes of different character 
designs. | like working in silhouettes and 
rough sketches to start with —!I can be 

very detail focused, so it's good for me 

to try to not worry about details too much 
at the start and just focus on the overa 
shape of the character. | still try to include 
sharacter traits related to the effects of 


ow gravity on the human body, though 





ay 


a larger torso due to blood in the body 


pooling around the core. in particular 


Step 02 

iteration, iteration, tteration 
Once you ve decided on a particular 
character shape that you like the most 


you can move forward and experiment 


New Fill Laver 
New Adpustment Leyer 


Create Chpping Mask 


Smoert Objects 
Video Layers 


New Layer Based Shces 


Group Leyers 


Mice Leyers 


arrange 


align 


Merge Viseble 


Flatten Image 





4 |'m opting for a blue monochromatic color palette but then contrasting it with a vivid pop of pink 04 


The reason | chose to move forward with 
the silhouette highliahted in image O02 is 


that its the one that ! personally liked the 


best: it has a simple and very readable 
pose so you can understand the shape and 
desioan of the character. lt » ire coed 
the low-gravity character trait of a laraqer 
we. At thi tage we can exper! nt wit 
the finer details of the design (sucha 
stumes armor, hairstyle nd $s yf 
ntil we reach a design we re happy will 


Step 03 

Deciding on the initial design 
As you can see we have my initial 
chosen design in image 03. | like the 
ook of this outfit and it hits on some 
if the elements | want to include; it's 
form-fitting and a little structured 


; 


| do like certain aspects of the other outfits 
as well, but |'m happy to go ahead with 
this as my initial design in always add 
further elements to her design as | work 
my way through the painting. Sometimes 
I'm pretty set on the initial idea and other 
times the idea progresses throughout the 
i 


painting. | think either way can work well 


jJepending on the purpose of the character 


Step 04 

Starting the color work 

Now that | have my chosen design | can 

Start adding color. 'm going for a very bright 

high-contrast color scheme, as | think that 

will work well with the sci-fi theme. You can 

use any color scheme you like, but try and 

use colors that work well with each other 
lor wheels are great for seeing which 


olors complement each other (see step 09) 


add dark blue on a new layer underneath 
my character and then add a mid-tone 
skin color to my character. For her skin | 
choose a mid-warm beiae tone that isn't 
too light or dark — | just want a starting 
point that | can then develop further with 
shadows and highlights in different tones 
Always remember that the base color is 
ikely to change a lot when you add further 


ayers of color throughout the proce 


w 
7) 


so there's lots of room for tweaking these 


colors along the way if you aren't happy 


Once i'm happy with my own base colors, | 
select both the character layer and any color 
layers relating to the character and merge 
them together, by selecting Merge Layers in 


the Layer menu (Layer > Merge Layers) 
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blending st 


3 


ror 








Step 11 


At this stage | want to build up the form of 
the armor and lighting as | go. In order to 
do this, | take my regular brush as usual 
and much in the same way that | added 
lighting to the character's face, | paint in the 
areas where the light will hit the armor 

You can block this in quite roughly if 
needed, but | also take some time to 


softly blend the transitions between the 


ight and shadow. Like in step 05, you can 


always lower the opacity of your brush if 





you struggle with b ending: this way you 
an add strokes of paint very softly and 


gradually, so biending should be easier 


As mentioned in step 10, | want her arm 

to appear quite matte and in order to 
achieve that texture, | avoid adding any 
shine’ to the armor. To understand where 
the light is going to hit the armor, | just think 
about the areas of her body that protrude 
further outward, and will catch the light 


under her ribs and bust, for example 
Step 12 


Up until now | haven't really paid 

much attention to the lower half of the 
character's body, so | spend a bit of 
time building up the form and lighting on 
her leas. Her legs are generally going 
to be a lighter color than the rest of her 


as they re closest to the light source 


So, with a lighter shade of her suit, | add 
some shape to her leas. It heips to think of 
them as a cylindrical shape when it comes 
to adding form. They are brightest in the 
center of the leg, along the shin, and then 
gradually transition into a darker shade 
towards the sides of her leas. You can also 
add a bright streak of color as a bounce light 
on the sides to contrast the darker shade and 


to clearly define the silhouette of the legs 


To add texture, you can either directly 
reference photographs of texture (fabric for 
her outfit, as an example) or lay it over the 
area you want to place it and experiment with 


different layer options and opacity levels 





A Use soft transitions between highlights and shadows to create form without adding shine | yt & 


Overlay usually works best — a handy way Another option is to leave out 


to increase the Dnahtness and contrast is to photographic textures and experiment 
add in some highlights on an Overlay layer with different brushes and paintstrokes 
ong with setting that layer to a clipping to emulate the texture instead. Even 
mask (page 21) — but try a few method: ust a few scratchy marks can read as 
ano see which aives you the best result a worn texture when zoomed out 





4 Add in some highlights on an Overlay layer and set that layer to a clipping mask 


[a2 


A Break the hands « 


Step 13 


Step 14 


4 


own into simple s 


~ or 
step 











& Artis supposed to be fun, so if you want } 14 


to add something ndiculous then do it! 








Medieval jester 


Concept and illustrate a medieval jester 


by Ahmed Aldoori 


Research is an important foundation 
for creativity, so | find myself looking at 





old medieval paintings as a start. Sure, 

| could just copy a jester’s costume 
directly from reference and call it done, 
but that would be boring; we as artists 
have the opportunity to take something 
and put an interesting spin on it to fit a 
character. In this chapter we will go from 
the development of loose pencil drawings 
into a more refined design at the end. 


“Even though ri won't 
all make it to the final 
illustration, it's beneficial 
to feel that the character 
has emotion while you're 
designing the costume” 


It's important to get a feel for the 
character's emotions. | want this jester to 
be a sinister type who despises everyone. 
He’s a court fool, after all. Conveying 

this idea is supported by sketching facial 
expressions within the design process. 
Even though they won't all make it to the 
final illustration, it’s beneficial to feel that 
the character has emotion while you're 
designing the costume. Otherwise it will 
feel like you're designing a costume 
tailored for a blank mannequin. 





An understanding of anatomy is a 


required skill for this type of design 4 | don't render out tiny details early on because loose pencil work can indicate many possibilities | 02 | 
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4 A few of the many sketches | did in my sketchbook to get a good | 02 | 4 | drew these as small thumbnails in order to avoid getting caught | 03 | 
up in details. The gesture of the jester is the important factor in this phase 


understanding of a jester 


Without knowing how the human body 
works, a cool-looking costume in a still 
image could end up completely useless 
when it comes to being animated for 
human movement. Photoshop knowledge 
is also important for this process. | will 
be using layers, levels, and blending 
options to help me with my design. 


"A typical T-pose is an 
option but | want to make 
this look interesting, so | 
go with the more pensive 
stance. It's important to 
flush out a lot of different 
pose possibilities at this 
Stage in the process” 


Step 01 

Exploration sketch phase 

You'll find a variety of different jester 
designs from history. There are extravagant 
costumes that include all kinds of silk and 
silver bells, and there are simpler costumes 
that appear to be made out of rags. 


In the sketches you can see in image 01, 
| am figuring out different hat designs, 

as well as fabric configurations. The 
expressions on the faces help me 
solidify the jester as a real character 


Props are important, too; a lot of the 
jesters had some kind of rod with a 
mask on it, representing a smaller 
version of them, to add to the whimsical 
entertainment they provide for royalty. 


Step 02 

More pencil drawing 

In addition to using expressions to help 
solidify the character, the poses are 
important as well. It helps to think about the 
character in motion; in this case the jester 


could be performing in front of his audience. 


In image 02 you can see that I've chosen 
to give him an angry look in order to 
indicate the resentment he holds towards 
everyone. The evil smile in the top right 
can really sell that idea of him being 


truly sinister; it’s universally understood. 
Stay away from anyone that looks at 
you like that! On the bottom right | have 
made a smaller version of him. 


Step 03 

Pose specific to the final image 
Until step 07 we only need the basic 
Brush tool with pen opacity turned on. 


The poses you can see in image 03 
have been drawn with the final image 
in mind. Whatever the final illustration 
is it must showcase the costume 
completely for the art director or 3D 
modeler to understand its concept. 


Keeping this in mind, | do my best to 

avoid poses that cover up important 

parts of the design. A typical T-pose is 

an option but | want to make this look 
interesting, so | go with the more pensive 
stance (marked with a red star). It's 
important to flush out a lot of different pose 
possibilities at this stage in the process. 


143 


(©€d) ce Pay rh : 2 WV ro) 


&\ ss 
at 
—— 
ws ; / 
nf | 
¢ \ 
1 | 
\ P ‘ 
# 
j 
\ i", 
si a 
ae | 
NY 7 


6 The inesnall taniaits cate sanen 
away as | repeat this step on top of this drawing 


Step 04 

Pose refinement phase 

| lower the opacity of the thumbnail from step 
03 and make a new layer on top to draw 
another pass of the design. | take the creepy 
face | drew earlier and use it as reference for 
this. drawn at a different angle (image 04). 


For the masked rod | draw a geometrical and 
symmetrical frame to act as a placeholder 
for the mask to be drawn in perspective. 

It's better to lay down a foundation to 

help guide your drawing, rather than 

trying to draw it without a framework. 


Step 05 

Refinement round two 

| do the previous step again on top of the 
first drawing pass, This allows for another 
layer of precise detail. The main difference 
you can see in image 05 is form indication. 


The jester hat is a complex object so it 
requires some planning. | have the hat shape 
drawn out from before; the form was slightly 
suggested, but here the wire-frame lines help 
make a clear statement of its volume. On the 
floor you'll see a grid sketched beneath him 
to indicate perspective. This will ground your 
figure so that he seems to be standing on 
actual ground rather than floating in the air. 


Once again this pass will slightly fade 
away as the next drawing pass comes 
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& This pass will slightly fade away as the | 05 | 
next drawing pass comes into view 


into play. This is a building process; one 
step lays the foundation for the next. 


Step 06 

A bit of tone and value 

Again, the opacity of the previous step is 
lowered. This time | draw in the triangular 
patterns on the jester’s costume and 

fill it in with value. The value breakup 

will help you control the focal point. 


It's important to be smart with value 
placement. If the darks are too evenly 
distributed you will lose movement and focus, 
unless having a bland design is the intention 
We want this character to stand out. You'll 
notice in image 06 that I've drawn the mask 
on the side. This was easier to draw on a 

flat view, which will be put in place using 

the Free Transform tool in the next step 


Step 07 

Transform into perspective 

Up until now the only Photoshop tools | 
have used are the basic brush and layers. 
In this step | use the Free Transform tool to 
place the mask onto the rod in perspective 


Press Ctri+T and a bounding box will 
appear: you can hold Ctrl and click and 
drag the corners into any perspective 
Once you are happy with the placement, 
you can double-click within the box or 
hit Enter to finalize the transformation 





& Still fairly loose here; it’s not necessary | 06 | 
to do a perfect line drawing 


This is very useful for placing things into 
perspective. The Free Transform tool is 
also useful if you want to explore different 
proportions of your character. You can use 
it to squash or stretch him to your liking 


Step 08 

Masking the jester 

Making a mask for your design will make 
painting it a lot easier The purpose 

of this is to make a sharp silhouette 





4 Using the Free Transform tool 





4 Using clipping masks might be confusing at first, but once you get the hang of them you will use them all the time. The workflow is faster this way | 08 | 


keep it Step 09 
1 clipping r Color thumbnail exploration 


ret tI f - warm and cool 


te multis first f | you can s¢ ) Step 10 


Blocking in colors 
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4 Even if | choose a color scheme, it can be easily shifted using the | 09 | A The Jester’s face is also on its own layer t 
Hue/Saturation menu to get more variations. This is shown in step 15 


to allow me to shift the 


colors of everything else very easily without messing with his face 
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4 Using this method is fast and easy, you won't have to think about specific color accuracy, the } 23 | 
right value is already there 
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' A 
4 Always pay attention to clothes and the many ways they wrinkle in real life. It comes in handy ff 32 | 
when you're drawing or painting clothing 
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round brush to biock in the colors in the 
clipping mask. It might be helpful at first to 
keep each color set on its own layer: blues 


on one layer, yellows on another, and so on 


At this point there is no need to model 
or render the forms. Fiat coloring will 
set the local color for the design. which 
will then be manipulated using Levels 
adjustments. | recommend avoiding 


fancy texture brushes when doing this 


Step 11 

Lighting and form 

Here's a secret method to help you move 
forward very quickly by creating volume and 
form. Simply duplicate your flat, blocked-in 
bits of color and use Levels adjustments to 
make them 50% darker. This will make all 
the shadows equally dark, setting a unified 
value range for all the darks. You then 
simply erase out where you want light to 

go. | use the Airbrush as an Eraser to shine 
light onto the costume. Instead of using just 
the Eraser, you can also use a Layer mask 


(see page 78). Both methods work well 


Step 12 
Clothing indication and bounce light 
Clothing has thickness, and should be 


portrayed as such. Once again | use a basic 





4 Painting some more of the costume's | 33 | 
design elements 





4 Creating and adjusting the shadow 


town ~ Dee 
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in 
pounce light will assist you in showing the 
form of the clothing as well. | use the Airbrush 

eum - i | — . . wuss . 
to paint a soft light coming from below. This 


also helps indicate the cloth’s material 
which in this case has a silky reflectivity 
Step 13 

Costume refinement and details 


| now paint some more of the costume's 


design elements. Jesters always have 
interesting patterns and shapes. | highlight 
the triangular design lanquage on the halt 
allow 


by outlining the dark shapes with a y 


line. This could end up being some kind of 


embroidery or just flat color, depending on 


the level of detail that the video game allows 


| Start painting the face. which also has an 
angular language to flow with the rest of 
the design. | dont want to over-paint the 


face since the more important factor for this 


project is the costume the jester is wearing 


There is still no immediate need for an\ 
lexture brushes or texture overlays 
The round brush look will suffice as 


a preliminary Gesian sketch 


Step 14 

Shadows in perspective 

Here is a neat trick that will make your 
character seem placed in an actual space 
Since | already have the silhouette cut out 
from the early steps, it will suffice as a semi- 
accurate shadow shape. Simply duplicate 
the silhouette and use Free Transform 
(Ctrl+T) to squash everything down beneath 
the character (top part of image 14) 

You can then paint in a solid gray color onto 
the whole thing using the same clipoina 
mask methods as in step 08. You can erase 
away any parts thal do not make sense 
such as the shadow of his leg sticking out 
You can also blur the shadow using Filter 
Gaussian Blur to have a softer lighting setup 


for your character (bottom part of image 14) 
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by Markus Lovadina 





Let Start with a merchant trade 
naracter description: based 1 few 
nunared years ago, this is someone who 


has come from a distant foreign country 
ind settied in the West. He now runs a 


siness from a busy trading port. H¢ 


S acontident mar imscrupulous and 
1culat wrié t orm io mone y 
H nteiligent and sharp-witted, with 
in eye for detail and a nose for profit 
His physique display iS SUCCESS and 
veys his taste for rich food and 
' 


he first thing that 1 tomy mind was 
ti 1( ! d mast Referring to the 
id painting masters is always a areat 
starting point. lf you observe some of the 
) at y in lear i lot specially 
nm terms of brushstrokes, liahting. colors 
ind composition. This time ! decided to 


research some Dutch painters, who have 


1 great sense for color and lighting (as 
iny others have too). | wanted to go for 
rt of paint ¥ feel. You can find great 
‘ nes earchina the web 
y } ’ 
| y tT Tarit ft ta Dy searcning 
7 y f¢ n ; y f r ti lesian 





++ ret a fi for the ‘ th, 
' rt KI Nv re | ] t } 
tterns. tanrn =] oOo t east 
ti esign a ting pr will De 
‘ xying down the first colors 
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and reading articles regarding costumes, the 


entire image. If you re afraid of paintir jon t be afraid of playing around until 
| was ready to fire up Photoshop In a blank white canva tart with the you're happy with the first look 
background. The painted Kground ite 
: , for showing tne or theme 
y i ke to ork w tt ei Ny Te! arve 
the f far ij canvas and w ontribute | pa the background with a simple 
tot verall look | want t meve round, textured brush (image 02a), set to 
Transparency mode, Texture, and Shape 
Laying d the first in Be dG dyna mage 02b). | mostly use a huge 
no th kg } i but k ind that you | alway brush size and keep the strokes quite loose 
bett f f tr hara 1 } I lar ter The iin fo for now should be the 
f ed id et ther f f t ter f nore for if erall color theme and the composition 
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The brush texture 


settings 


Hardness 


A Spacerg 


+ 


G brush settings 


Squares created 
for floor 


Adding the floor is a simple way of ' The floor pattern will be one of your ~ Always try to keep your image balanc 
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getting your first depth into the images guidelines later on between warm and cold tones 
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Speed up your painting process by 
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Quick tips 


Discover how to create common elements 
used in character design. 


Characters are made up of many different elements that all 
play a role in the believability of a design. The visual credibility 
of these details can influence the success and quality of your 
paintings, which can cause problems when you are trying to 
paint something that you have never painted before. So, as a 
beginner artist, it is useful and important to practice the art of 
recreating convincing details and textures. To help you develop 
these skills, this section will offer a myriad of approaches and 
tips for creating common details and textures such as skin, hair, 
and lace, all of which will help to improve your workflow 





Curly hair 


by Bram "Boco" Sels 


01 Line drawing 

Curly hair is mostly characterized by locks of 
hair twirling and interlocking with each other 
It's important to lay down an outline for each 
lock. In the example a lock of hair spirals 
down and gets pointier towards the end 

To keep your curls organic make sure each 
turn follows the same direction as the last 


02 Masking the form 

Create a second layer underneath the line 
drawing and use a regular round brush 

to block in the shape of the hair with a 
solid color. Typicaily curly hair has areas 
of white space around the edges, so try 

to create your locks so you can see the 


background (or skin) through the gaps 


03 Painting the highlights 

and shadows 

Create a new layer on top of the line drawing 
and determine where the highlights are 

with a color slightly lighter than the base 
Wherever a curl is pointed towards the light 
(see arrow) a highlight should be there. On 
the other side of the curl will be a shadow 

so with a slightly darker color than the base. 
paint a shadow for each highlight. Locks that 
are behind other locks will be darker as well 


O4 More curls! 

Once the larger curls are blocked in, select 
a highlight color and start adding smaller 
curls behind and on top. Depending on how 
curly you want your hair to be, you can keep 
on going. To make bigger curls “pop”, pick 

a color even lighter than the highlights and 
add little specular highlights to the top parts 


05 Details and overlays 

Use a smaller brush to add extra small 
hairs that move through the maze of curls 
Work from large to smail, so keep these 
details until the very end, Make your 
colors shine by adding an extra Overlay 
layer and go over the highlights with a 
big soft brush and your highlight color 
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Shading hair 


by Tim Lochner 


O01 Blocking out the hair shaps 
Use the freehand Lasso Tool and make 

1 selection based on your drawing. Now 
use the Paint Bucket Tool and fill the 
selection with a color on a new laver. Now 


you can use the shape tike a stencil/mask 


if you turn on the Lock transparent pixels 


in the upper area of you Layers pane 


02 Base co 


Use a soft round brush to add the basi 
Shadows and highlight onto your layer 

with the pixel mask. The highlight can 

be painted with a simple, horizonta 


> 
1} 


thick and soft line. The bright rim ti 


sist 
gh 


gives the shape a nice outline 


03 Definine sectic 


ay 


With a hard round brush you now define 
smalier sections using your light and shadow 
colors. Use smaller strokes to add smaller 
and brighter highlights into the rough 
highlight line. Often a beginner's mistake is 
to think only about the overall hair texture 


Thinking in bigger forms and sections 


will neip you to create a better result 


04 Detail 
Now you can start think ng about the smaller 
details and the texture of the hair. Use a 
Smalier and sharper brush to paint some hair 
texture and detail into the midtones. You can 
do the same to highlight areas. but in smaller 
areas than the midtones. To add more depth 
and realism to the hair, add smaller details 
and strands to it. Use a very thin and sharp 
brush and draw some bright hair lines here 


and there. Do the same with dark lines 


ania. To see 
Use a brush with hard edges and the | this quick 
Opacity Jitter set on Pen Pressure to ah tip thyae in a 
make the hard edges of the hair ends ilarelt aelala—je)e 
fade out naturally, A 48 to page 
202 





Aliso paint some single 
hair tips here and there. This breaks 


up the hard edges, makes the hair look 





fluffier, and gives a hint of the structure 


Short hair 


by Carlos Cabrera 


01 Silhouette 
Start with a silhouette to paint the bulky hair 
Select the Lasso tool, draw the silhouette and 


use the Bucket tool to fill it with a gray color 


O02 Volume and contrast 

Select the Lasso Tool to create a hair shape 
selection. Pick a darker gray and with the 
Gradient tool apply from top to bottom 
Create another small selection where the 
highlights will be and make another Gradient 
pass with a brighter gray color, remember 


to make smalier selections in each step 


03 Add detail to the hair 

With a small brush at 2-5 pixels, pick a 
darker gray and start to paint the locks of 
hair with curved brushstrokes, Start with the 
darkest hairs and move to the brighter ones 
This way your hair will look more realistic 
Pick a smaller brush at 1-2 pixels and paint 
jittery lines in the middle section of your hair 


Leave the perfect curved flocks for the end 


O4 Rough up your lines 

Realistic hair has a lot of imperfections 
with different shapes and lines even 
when it is combed. So, deselect any 
selection you have, and with the Smudge 
tool start to paint over the edge of the 
hair. Set the Smudge tool to 90% and 


go Crazy on each brushstroke 


05 Color the hair 

Now we have our base values in gray, 
merge all the layers (Layer > Merge Down) 
and add a new layer in Overlay mode. Pick 
the base color of the hair and select an 
airbrush or soft brush at 40 pixels with a 
low opacity of 20%. Gently paint over the 
hair. Change the size of the brush when 
painting close to the edge, or make a quick 
selection, Now pick a brighter color (always 
move on the color wheel) and paint the 
highlights on another Overtay layer. To finish 
merge all the layers and use the Dodge 


tool to increase the brightness of the hair 
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To see 
this quick 
tip used ina 
final concept, 
go to page 
PA0l®) 





Straight hair 


by Bram ‘Boco’ Sels 


01 Laying down the shape 


02 Adding shadows 


03 Adding highlights 


04 Boosting and refining 





05 Stray hairs 
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Painting fringes 


by Bram "Boco’ Sels 


01 Laying vn the shape 


Just Ike with the straight hair (see straight 


, 166 
} 


Nair quick tip on page 165) it's important 


to get the shape of the hairstyle just right 
Fringe hair has a lot of locks that move over 


and under each other, but despite that the 


follow in a general direction 


lait VW t] stil 
which is (obviously) Gown. When painting 


the bigger shape make sure you give it 


a lot of pointy ends So it looks natural 


O2 Adding shadows and highlights 


Using a multi-lined brush helps to quickly 





generate shadows and highlights where 
they re needed. In this case | went with 
a general light from the front, whict 
results in shadows on the top of the 


head and behind the neck, and | used a 


strong back light from the right side 


sult part when painting 
a fringe is understanding how the hair 
wraps around the head and moves over 
and under itself. | think that it always 


helps to define it for yourself by quickly 





drawing some arrows ona separate layer 


just to point out how the hair flows 


O04 Keep on hichliehtins 


Once you know the direction of the locks 
think about how they overlap. Wherever 
a lOCK Moves Over anotner, the top one 

should be highlighted, while the back one 


should get some shadow. Just like with 


Straight harr, its a good idea to use the 





f ly acd a new laye ntop and put its 
blendina mode ti verlay. Pick a bright 
I ind with a small sharp brust id 
ne scratches and tiny hairs all over thi 
naircul. [hese spe ar highlights hel 
lo make the na {a bit more randon 
nd Ke it all the more Y ng 
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Youthful skin 


by Bram "Boco’ Sels 


01 Base ovLOT and sn De 


Kit san ints we maternal! that cets it 


aracter t by the 


’ 
‘ y } f t st if ’ 
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( ( f arts 1 
' he i at f 
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ING } soft brush) y 
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Aged skin 


by Romana Kendelic 


01 Basic shapes 

Reference is the key to realistic depiction of 
human skin, so you can study the anatomy, 
light, and surface texture first-hand. Block 

in the very basic shapes. ignoring all of the 
details. Squinting at the reference or even 
blurring it slightly in Photoshop can help with 
understanding the underlying structures 

It is important that the anatomy is solid 
before you attempt detailed rendering 


02 Aging skin 

When we age, the skin grows thinner 
paler, and translucent. It becomes dry 
more fragile, with enlarged pores. It often 
develops pigmented spots (age spots) 
The most obvious changes are sagging 
skin and wrinkles. Two types of wrinkies 
are deep furrows and surface lines. Also 
in very elderly people you may notice that 
the face is not completely symmetrical 


03 Developing 

With the basic form done, begin adding 
deep furrows on the forehead, prominent 
indentation on the side of the nose, and 
foiding of the skin on the upper lid. Do 
not draw out the wrinkles. Try to paint 
the convex parts, bring out the volume 
of the folds and creases. Treat them like 
you would a slightly squashed cylinder 


04 Colors 

For the very pale skin, stay away from 
black for the shadows. It will dull the 
colors. giving the skin a lifeless, grayish 
appearance. Observe the wealth of hues 
saturated oranges in shadows, pinks and 
magentas where the skin is particularly 
thin on the lower lid — even pale blues and 


violets to accentuate the transparency 


05 Finishing touches 

Deepen the furrows using hard-edged 
brushes. Add details like spots, pores, and 
fine lines. Finally paint in the fine speckled 
highlights for a life-like appearance 
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Healed scars 


by Carlos Cabrera 


01 Choose your scar 

Over a skin-colored base, make the shape of 
the scar. Make a selection (using the Lasso 
tool) or paint freehand. | chose a bullet scar, 
so | paint a circle in the middle and a cross 
cut on it. Pick a darker color than the base 
skin tone and paint inside the selection. 


02 Texturing the shadows 

Pick an even darker color using the Color 
Picker, With the Polygonal Lasso tool select 
where the shadows will be on the scar; every 
stitch and skin healed will give you a lot of 
texture information, just simplify the shapes. 
With the selection made, select an airbrush 
or soft brush with a low opacity of 10% and 
paint slowly and smoothly over the selection. 


03 Lighting the scar 

Select a hard brush at 5 pixels and 50% 
opacity. Experiment with the basic brushes. 
Pick a saturated skin color, in this case a 
pale orange, and paint the opposite side 

of where the shadows are. Remember 

to let some of the base skin color in the 
middle to emphasize the shadows. 


04 Sometimes blur is better 

Make a round selection using the Elliptical 
Marquee tool that covers the entire scar 
and hold Ctrl+Shift+C then Ctri+Shift+V to 
make a merged copy. Now go to Filter > 
Blur to blend and smooth the scar; repeat 
until it's blended together. Lower the opacity 
of the layer until the two images blend 
perfectly; 50% is a good place to start. 


05 Texture the scar 

Select a hard brush (a round hard brush is 
perfect for this stage) set to 70% opacity and 
pick a brighter skin color, a little lighter than dalemeltita 
the highlights. Paint with short strokes over tip used ina 
the scar. Repeat in a new layer then lower ilerciaaeelsia= pt, 
the opacity to 30%. In another new tayer at 
50% opacity, paint with the bright skin color 
on the edges of the scar to create a bumpy 
look, Use Color Dodge to add the final touch. 


lo see 


go to page 
200 





Open wounds 


by Alex Negrea 


O01 Line art 

With a default round brush | paint the line 
art, Keeping it as simple as | can. | keep 
in mind the volumes that are going to be 
rendered in the next step, so | draw the 


wound wrapping around them properly 


™ 


02 Blocking in 
| block in the areas that need separation later - 
on in the process. | use a brush with Color 
Dynamics turned on to achieve some slight 
variation in the hue, value, and saturation of \ 

the skin. To turn on Color Dynamics, open 

the Brush engine (shortcut F5) and check the \ : . @2 
box next to Color Dynamics. Play with the 
sliders to see how they affect the brush that 
you are using. | move them just a bit to the 


right because | don't want a strong effect 


03 Initial details 
Keep the inside part of it a dark red. Most 





of the work is done outside the wound 
You can add some highlights to the edge 
of the skin to suggest the thickness of it 
Adding some darker and saturated colors 
near it will indicate some trauma that the 


tissue near the wound is suffering 





04 Blood spatter 

| use a brush with Wet Edges activated 
in the Brush Presets panel to paint some 
blood stains near the edge of the wound 
| add some more variation to the dark 
red inside the wound by color-picking it 


and using a brush set on Linear Dodge 





(Add) mode. To change Brush mode 
on the fly use the shortcut Shift+right- 
click while using the Brush tool 


05 Highlights and extra details 
| add some specular highlights with a 





default round brush and a color near to 
white, | add some more detail with some 
bruising. | paint bruises by setting a brush 
to Multiply and picking saturated green 
blue, and yellows, and painting in the 


same layer as the skin so it blends well 
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Tattoos 


by Tim Lochner 


O01 D in 


Create a new Photosh » tile where 

ar esian vour tattoo ust create the ° é 
image, whether it is a tribal pattern 

y colores if tire by draw no ntv th Tull 
na fy At thic ¢ mt ‘ +} . 

We y t i YOU [ V 

throirnk abt tthe nersne tive {ictort ‘ 
itwhile bein }0n the arm Makes Si 

In a different layer to the background 
O02 Placing the tatto: 

You can place the tattoo into vour ract 


Jocument by dragging the layer of the tatt 


nto the workspace of your painting. Place it 
ver the arm and size it to your liking using 
‘ 


the Transform tool (Edit > Transform > Scale 


hold down Shift to keep the proportions) 


03 Wrapping it around the arn 


For this task you need the Warp command 


30 to Edit > Transform > Warp. Now 
transformation fr: ework is pia ect ve y j 
tattoo. Pull the anchor points to adapt the 
form of it to the roundness of the arm. You 


an also click and drag the cells of the arid tc 


form your tattoo, Hit Enter after you're done 


Now that you Nave put your tattoo into 
shape you can simply switch its layer 
mode to Overlay. Now it adapts the 


shading of the arm below and blends int 
the painting. You might want to adjust the 
briahtness since it muaht have become 


1 Dit too dark depending on the origina 
Value of the tattoo. Tor ive inal you tone 

jown the vers opacity hich is place 

n ine upper are f the Layers pane 


05 Mirroring To see 
esis ies is acer ee ams ca this quick 
an add another layer with the same tip used ina 





tattoo image on it. Drag and drop your final concept, 
focument and flip it | ntally (Edit gO to page 
Transfor Flip Horizontal). All that 202 
left now Is to repeat steps 02-04 
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by Tim Lochner 
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Female eyes and makeup 


by Bram "Boco’ Sels 


O01 The shape of the eyes 


raw the shape of the eye on a separate 
wrap around the eyet ind how they fit 
because it will nelp y { etermine 

vNal { nace and what mgnnigt 
02 Shading the eyeball 

Anoiner important thing to realize wher 
painting eyes is that y re painting a ind 


and how it catches a little manhignt on the 


top. The eve itself will be shaded accord naly 
nd the eyelid will be draped over it 
03 Eyelashes 
‘Vomen often use makeup to increase the 

ze of their lashes. To enhance that effect 
they also darken them and the eve j 
arouna them. Use lark Drown to darken 
everything around the lids, especially in the 
revices. Note how lashes become pointy 


towards the ends and by exaqgaerating that 


VOU an make the eyes seem even bigger 


04 Makeup magic! 


Makeup is easy if you have the shape and 


values of the eyes blocked out correctly. Add 
i new layer on top, set its blend mode t 


of 


b- 2 Ta seen v a 
/verlay, and use your pre 





fred color to paint 


n the makeup where you want. In image 04 


you can clearly see what the Overlay layer 
ooks like without the blend mode on. Don't 
J0 overboard: | ve exaggerated it for the sake 


if this quick tip, but subtlety is often the ke 


05 Little specular lights 


y 


Because makeup is rather noisy and aritt 


S$ a good idea to add little specular lights 


ound the nighlights to make the noise 





more convincing. Use a textured brush (like 


the standard Chalk brush), add a new layer 


yp, Set its Dlend mode to Color Dodge 


ing use a dark gray to dot over the evelids 
ind the points where the eyeball meets the 
¢ 


eyelid. Your eyes will feel polished in no time! 
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Male eyes 


by Carlos Cabrera 


O1 Notice the difference 

Create a new layer and pick a small 10-pixel 
brush to make a quick Sketch. Paint the 

skin color with a bigger brush at 50 pixels 
with opacity set to 50% to blend the colors 
Paint the skin color in another layer below 


the line art to keep the skin clean 


02 Volume plane 

The face is divided into planes. On a top 
layer in Normal mode, paint the planes of 
the face with a big round brush. Paint the 
light with a yellow/bright skin color. Avoid 
black for the shadows. Use the Lasso tool to 


make the projected shadows over the face 


03 Shadow detail 

The line art is still visible with the layer on 
Multiply, so change the line art color to 
dark brown. With Lasso tool, “draw” the 
shadows without losing the planes from 
step 02. Paint with a round brush at 25 
pixels and opacity set to 20% to blend 
the skin color on the shadow areas. Work 
on the shadows, not the highlights 


04 Strong highlights 

To add volume to your eye add some 
lights without dulling it. Now you have the 
color base for the shadows and skin tone 
move to a yellower/brighter color, keeping 
it desaturated. Add a stronger highlight 
on the forehead, and transparent ones to 
the cheekbones, by making a selection of 
the highlight areas and using the Gradient 
Tool from the top (where you will have the 


strong color) to the bottom of the face 


O5 Smudge it all 

Now we have the highlights. the shadows 
and some detail we need to smudge all 
the areas. With the Smudge Tool blend 
the highlights and shadows to create 
realistic skin. Select a 6-pixei brush set to 
50% opacity and paint the highlights on 
the iris. With a smallest brush paint the 


hair on the eyebrows with little strokes 
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To see 
this quick 
05 tip used ina 





ilet-|@a@e)ala-e)e 
go to page 
200 





Male ears 


by Alex Negrea 


01 Establish the proportions 

| start with lines to establish the proportions 
and the design of the object that | am 
drawing. | use a default Photoshop brush. | 
think about the volumes that | am about to 
render: the ear is made mainly of cylindrical 
pieces. The silhouette of the ear could also 
be considered to be a half of a heart shape. 


02 Start rendering 

Once | have finished the line art, | use 
selections to define the entire silhouette of 
the object that | am rendering. In this case 
the shape is simple so | use the Lasso tool. 
Once | have the selection | fill it with a skin- 
toned color and lock the transparent pixels. 
| start blocking in the shadows, considering 
the volumes that | want to represent. 


03 Sub-surface scattering 

The ear is a thin layer of folded cartilage 
which allows light to enter the surface 
and bounce inside it, creating sub-surface 


scattering (SSS), This means that inside your 


shadow areas there will be some saturated 
light. To achieve this, color-pick the existing 
shadow color and, based on that, alter it 

So it’s a bit lighter and more saturated. 


04 Soften the surface 

Because the ear is old | intentionally 
leave some rough textures from my initial 
brushstrokes. | use the Smudge tool to 
soften the surface with a default round 
brush with some Scattering. You can 
experiment with the Hardness option too. 


O05 Texture details 


The older the person, the more textured and 


hairy the ear. | use Bevel & Emboss with 

a default round brush with Scattering for 
the tiny bumps. The effect is too strong at 
first so | rasterize the layer style (right-click 
on the layer and Rasterize Layer Style). 

| then apply a Gaussian Blur filter on that 
layer so the effect is smoother. | also add 
some white hairs coming out of the ear. 
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Delicate nose 


by Bram "Boco" Sels 


01 The shape of the nose 

As with all facial features, you should plan 
ahead and lay down a sketch of what you're 
painting. Look for reference and using only 
a few lines, try to construct how the nose fits 
on the face. Keep your lines on a separate 
layer so you can still turn them off later. 


02 Construction 

When painting a complex shape it's often 
better to start out by dividing it into flat blocks 
and planes. Study how the bridge of the nose 
moves inward around the brow and jumps 
forward at the tip. This is especially true for 
young noses and is a big part of what makes 
kids and teens look sweet and innocent. 


03 Blending the planes together 
Once you've constructed the planes of the 
nose it’s an easy task to blend them together 
and smooth them out. You can do this by 
either using a big soft brush to go over each 
corner or by selecting the Smudge Tool to 
push the pixels into each other. Don't worry 
about the noise and freckles you're losing, 
you can add them quickly again later. 





O4 Lines versus edges 

Now it's time to turn off the line drawing and 
focus on the edges. The difference is that 
lines don't actually occur in nature, so you 
have to find a way to paint the transition 
between light and dark without using a 

hard line. Note that wherever a crevice 
occurs (such as beneath the nostrils), the 
shadows are darker and the edges sharper. 





05 Detailing 

Keep on working on those edges, but 
don't forget the large shapes. The tip of 
a small, young nose is often round and 
should be shaded accordingly. Look at 
how part of that round tip catches light, 
while the other side is much darker. You 
can also reconstruct the freckles around 
the bridge of the nose and paint in that 
small, fun highlight on the tip of the nose. 





{FH Geginner’s guide to digital painting in Photosh 


Thin lips 


by Romana Kendelic 


{) 
01 Blockir 
| Start by blocking in with a soft round brush 
otaying very blurred and loose helps wit! 


finding the right f { 


form and expression. Ensure 
you include the surrounding areas hie 

cheeks philtrum (that litthe depression above 
the upper lip), and ndges on both sides of it 


, ' 


They are landmarks that help shape the lips 


O2 Darks and lichts 

Keeping in mind the direction and color of 
light, begin establishing darks and lights 

The upper lip is often darker because it faces 
away from light. Skin of the lips is naturally 
thinner than the skin on the rest of the face 
and that transparency ts what gives ita 
Characteristic reddish tone. | use a darker 


more Saturated, and slightly orange color 


03 Smooth form<s 

Develop the form gently curving lines and 
volume. The upper lip has three forms: a 
central rounded protuberance and two side 
forms. The lower lip, often fuller. consists of 


two There should be no ed iges with forms 





and soft. Lips don't have an outline. Lipstic 
can change thal Dut a vermilion border in 
natural lips is a mild transition, not a sharp 
line. There is often a highlight just above the 


border because lips curve slightly outward 


O4 Sharpen up the shapes 
Use a hard round brush with opacity set to 
Pen Pressure to tighten up the shapes. Add 


dark tones in the opening of the mouth and 


first highlights. Pay attention to the corners of 


the mouth, where some muscles attach and 
overlap. This is where changes in expression 


we most visible. Vary the hues as well as the 


‘ 


value of colors for a more realistic effect 
05 Details 
Paint in fine lines to give the lips texture. With 


a very pale pink add tiny speckled highlights 
on the surface. Don’t overdo this unless 
you want the lips to look chap 


ped and dry 


14g smoothly. You want them to feel fleshy 








. is 


04 
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Voluptuous pout 


by Tim Lochner 


01 The simplified « wit 

Before | put color and rendering into the lips 
its important to have a simplified drawing 
which describes the design of the mouth and 
gives it its proportions and shape. You don't 
have to outline every detail, just the most 
important parts: the opening line of the mouth 
and some indications for the upper and lower 
lip. Don't draw the opening line too strong 

it's only important to add the middie contact 


point of the lips and the mouth corners 


O02 Adding rough color: 
Use a large, normal round brush with 0 
Hardness to fill in the basic light and shadow 
colors. Don't worry if you go over the lines 

it looks more natural if the lips aren't 
completely separated from the skin around 
the mouth. Reduce the opacity of the line 
art layer beforehand. | usually base my lip 
colors on the character's skin tone and add 
more saturation and red to it. A strong red 


too far from the skin tone, will look unnatural 


03 Detailiny 

| mainly use a brush with hard edges and 
the Opacity Jitter set on Pen Pressure 
Use it to add details like very subtle folds 
in the shadows and small light strokes 


for the highlights on the lit side 


O4 Hard edg: 

The separation of the upper and the lower 

lip is important. Use the freehand Lasso 

tool and select the upper edge of the mouth 
opening. Add a darker value with a small 
round brush with 0% Hardness. To increase 
this effect you can invert your Lasso selection 


and add a lighter value to the lower lip so the 


To see 


dark edge of the upper lip touches the part ; 
of the lower lip, which is a little bit brighter this quic k 
tip used ina 


05 Removing line ilar] @ae)sla-je) 
To give it a more painted and realistic 0) to page 
202 


look, | erased the lines of the drawing. | 


suggest adding a layer mask, which you 





can find at the bottom of the Layers panel 
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Male nose 


by Alex Negrea 


01 Rough line drawing 

Here | start a rough line block-in. It's rougher 
because from this angle the only things that 
overlap enough to see form transition are 
the nostrils and the skin of the cheeks, which 
doesn't allow us to see all the nose parts. 

So | add some lines even though | don't see 
them (for example the bridge of the nose). 


O02 Lay down the first colors 

To get some nice skin tones | activate the 
Color Dynamics on the brush that | am 
using. This creates variety in the values 
of the initial color you are using. | also 
paint the shadows inside the folds, even 
though they overlap with the line art at this 
point. This allows me to have that shadow 
already in, and not worry about it later. 


03 Render the forms 

The shapes of the nose are made of 
spherical and cylindrical volumes. Roughly 
knowing those shapes in your head 

will make it easy for you when it comes 

to rendering. To make the shadows 
deeper | use a brush set to Multiply. 


04 Add in texture 

Because my shadows were already too dark 
and because | am painting skin, | have to 
think about sub-surface scattering. | lighten 
them using a brush set to Lighten and with 
a color that is more saturated and lighter 

in value than the shadow. To add texture | 
use a default round brush with Scattering 
turned on to create all those tiny speckles 
without spending too much time on them. 


05 Final details 

To make the skin older | continue to 
add more speckles and imperfections 
to it. Because this is an old person's 
nose, | add some white hairs inside the 
nose to further push this feeling. 
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Mouth and teeth 


by Alex Negrea 


O01 Line art 

| start with line art to help me pre-visualize 

the subject that | am about to render. Having y+ 

the teeth drawn out before the rendering is ( } ) 

a huge help. The teeth marked with blue are My \/ > 
flatter than the rest. That means that when | “J ae 
render them | will treat them like a box and 

not as a cylinder (like the rest of the teeth). 


02 Block in the colors 

| use the lines to do a clean selection using 
the Lasso tool so that later on when | need 
to paint on them, | don't worry about their 
edges. Once | make the selection | create 
a new layer and fill it with the foreground 
color and lock the transparent pixels. 


03 Render out the values 

| use a soft round brush to paint everything in 
this stage. | set it on Multiply for the interior of 
the mouth so | can paint some darker values. 
| keep the colors saturated and close to 
reddish and orange-ish colors. | pay attention 


02 


to the volumes | want to render. The lips are 
like cylinders that wrap around the mouth 
and the tongue is like a stretched sphere. 


O04 Paint the teeth 

Even though teeth are solid they allow 
small amounts of light to pass through 
them. That means a sub-surface scattering 
effect is going to be visible. Meaning that 
parts of the transition edge of the shadows 
will be more saturated and lighter in 

value than the shadow. | try to remember 
this so | don't destroy that saturation. 


04 





05 Specular light and depth 

| leave the specular lights for the last part 
of the drawing. They add the glossy feel 
of the teeth and the other wet surfaces 
like the tongue or the lips. Note how | 
keep the interior side of the mouth edges 
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very soft to push the idea that it’s a soft 
material and not hard like the teeth. It 
also adds depth, making the teeth appear 
more forward than the rest of the mouth 


Fur 


by Romana Kendelic 


O1 Types of fur 

There are many different types of fur, not 
just in color or length but the texture, too 
There is bristly, woolly, soft and plushy 

silky, tangled, and so on. Also lots of 
animals have layered fur: a softer undercoat 
(downy hair) and a coarser top layer (quard 
hair). This top layer is usually strongly 
pigmented including a whole range of 


patterns (for example as seen on big cats) 


O02 Basic shapes 

| block out shapes with a soft brush. Start 
with the placement of light and shadow. Paint 
in the basic color and tone, and pattern if 
any, Fur of some lengths naturally clumps 
together and this is what you should paint 
thick sections that overlap and separate. Use 
loose brushstrokes and leave all detailing for 
later. Keep in mind that fur has depth and 


weight. Paint in the direction of the growth 


03 Clumps of fur 

Define the edges of the clumps of fur. Check 
a reference to see how they move — is it soft 
fur with gentle curves, or coarse and bristly 
which would benefit from sharper, straighter 
lines? Instead of rendering every individual 


hair you are trying to give an illusion of detail 


04 Details 

Refine the fur. Start by adding more 
defined highlights and shadows. Do not 
lose the clumps; just add more definition 
to them. There may be cast shadows 

to darken, or overlaps to highlight. If 

the fur is not the focal point of your 


painting you can safely stop here 


05 Guard hair 

Finally add the quard hairs. Usually they are 
coarser single hairs protruding through the 
coat, Use a hard-edged brush on a separate 
layer. Sharpen filters may help separate 

the soft undercoat from the firmer top layer 
(Filter > Sharpen). If the fur is glossy, now 


would be the right time to add highlights 


To see 
dalemelen ia 
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Lace 


by Bram "Boco" Sels 


01 Dressing up 

When painting translucent materials such as 
lace, the background they're draped over is 
what makes them convincing, as it shows 
Off the transparent parts. In this quick tip 

we start with a pair of legs which we'll soon 
dress up with a fantastictooking lace skirt. 


O2 The base of the skirt 

Start out by painting a convincing base 
without worrying about the details. In this 
case | went for an opaque white skirt; you 
can change the base color to whatever 
color you want. Keep in mind that the 
shape of the skirt should wrap around 

the legs as convincingly as possible. 


03 Opacity 

Next, duplicate the layer then hide the back 
layer and select the top layer. At the bottom 
of the Layers palette click Add Layer Mask 
and press Ctri+! to invert the layer mask. 
Notice the skirt disappears — this is because 
your layer mask is now empty (black). If you 
now select the layer mask (click the black 
rectangle next to the layer's thumbnail) and 
paint in that mask with a white brush, your 
layer will show through wherever you paint. 
Finally, unhide the second skirt layer and set 
its opacity to 50% to get a see-through skirt. 


04 Painting in the lace pattern 
Select the upper skirt layer (which is still 
invisible due to the black mask), click 
on the layer mask (the black rectangle), 
change your foreground color to white 
and you can now use a regular brush 

to paint in the lace pattern. Everywhere 
you paint in the layer mask, the opaque 
top skirt will appear in your canvas 


05 An extra detail layer 

Finally, create an extra layer on top of the 
others and paint in the rest of the details 
Don't do this in the masked layer, as lace 
patterns tend to be bumpy and uneven, while 
the masked layer is clean and straight. 
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Leather 


by Bram "Boco’ Sels 


O1 Backg) 

Fill your background layer with your chosen 
local color and use a big brush to create a 
general direction for the light. | used brown 
with a top light. so lighter browns will be 


in the middie, while the outside is dark 


02 


Add a new layer, fill it with white and, with 


eatn té 


a dark brown foreground color, go to Filter 
> Filter Gallery > Texture > Stained Glass 
By changing the Cell Size you'll get a larger 
or smaller texture. Now use Filter > Filter 
Gallery > Brush Strokes > Spatter. Select 
Accented Edges to get rid of the stiff edges 


03 Bevel & Emb« 

With the white texture layer still showing 
click on Channels in the Layers palette 
Ctri+click on the blue channel. This selects 
everything white (the leather cells), so go 
back to the Layers tab, click on the brown 
background layer and do Ctri+C and Ctrl+V 
to copy/paste the cells from the background 
Hide the top white layer and double-click 
on the new layer. You'll see the Layer 

Style window — click on Bevel & Emboss 
This will make all the leather cells pop up 


with a nice highlight and shadow color 


O04 Multipl 

Unhide the white leather pattern and set 

its blending mode to Multiply to accent the 
crevices of the leather. The pattern is rather 
horizontal, so select both your Multiply layer 
and the Bevel & Emboss layer and rotate 
them a bit. You may have to resize them 


to fill the empty space from the rotation 


'@) 5 Nirtity 

To make your texture more convincing add 
some scratches and dirt. Create a new layer 
on top and use some rugged brushes to 
paint over the layers below. Add some broad 
strokes of dirt with bia soft brushes, and 
some rougher scratches with smaller, sharper 


brushes, to achieve a less digital look 





o 
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by Bram "Boco" Sels 


01 Local color, light color 

Silk is fairly reflective, so lighting conditions 
are important. Choose the color of the silk 
(local color), and the color of the light in 
the environment (light color). In this case 
the silk is red and the light is bluish, so 

the highlights of the silk will be purplish/ 
pink (red mixed with blue). The shadows 
will turn out to be a warm kind of brown 


02 Shadows and folds 

To make your silk shine it has to feel organic 
and folded. Start with the shadows, and 

use just one color to paint the shapes 

Every shadow you paint will be lower 

than the rest, so try to create a logical 
transition between the red shapes 


03 Highlights 

Once you've painted the shadows, do 

the same for the highlights. Think about 
how folds intersect with one another; your 
highlights will form lines that flow over into 
each other. For each shadow painted in 
the previous step, paint a highlight near it 


04 Blending and smoothing 

Once your basic colors are laid down, it's 
time to start blending them. Shadows will 

be darkest where they are furthest away 
from the camera and will gradually flow 

over into the midtones; the same goes 

for the highlights. The sharper a fold, the 
sharper the highlight on it, so in places 
where the silk takes sharp turns you can use 
the Lasso Tool to get some tight edges 


O5 Texture 

Although silk feels smooth, it still has a 
little texture and noise in it. A quick way 
to get this texture is to press Ctri+A to 
select all, and Ctri+Shift+C to copy, then 
Ctrl+V to paste a merged version of your 
painting. Now go to Filter > Filter Gallery 
> Chalk & Charcoal and press OK. Finaily 
hit Ctrl+Shift+U to desaturate the layer 
and set its blending mode to Soft Light 


184 








Jewelry 


by Romana Kendelic 


O1 Sketch 


Start with the sketch. It does not have to 
De irticularly detailed: an accurate outline 
with basic ¢ Ce rent! of yc? c) iows wi 
be fine. Try to finda pleasing composition 


>et your sketch layer to Multiply. Create 


another layer below and start blockir 


in the Dasic colors in a midtone ranas 
Note the light source and how the 
hanaes a the for There ret 
ignt Sources, one on ¢ I if t 


ne and one further away. Establish the 


y 
midtones, core shadows, and light 
on the spherical gems. On the cubes find 
tne sides that are light and ones thal are 


lusion of 3D hiects on a 2L 


03 Developing the forms 
Lower the opacity on the sketch layer and 
start developing the forms: pay attent 


how different materials act. The elliptical gem 


yn the ring ts semitransparent ee Now itv 
ght enters the gem from the right and above 
inen poois nthe opposite end The } 

that shines through takes the trv 
yem. The spherical gems are opaque; they 
JO not transmit the light The core shadow 

S lored due to the reddish surfaces 

04 Metal 

Turr { ff the ine layer (chick on the ey 
symbol next to it) and concentrate on the 
metallic parts (ring and wires in the earrings) 


See how hues shift from slightly greenish to a 


range f ochers to yellow h ghiights. Darken 


To see 


idows: contrast is the key here 


dalemeltira.: 
05 Highlights tip usedina 
t's all about well-placed reflections and final concept, 
highlights. The harder and smoother the go to page 
surface, the more reflective it is. Pick the 2 
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Weapons 


by Carlos Cabrera 


01 Don’t lose the shape and line 
Draw everything in one layer (line art layer) 
Create another layer below this. Make a 
quick selection with the Lasso tool, fill with 
the Paint Bucket tool, and using the same 
selection apply a gradient to create light 
and shadow. Change the layer mode to 


Multiply to see the line over our base layer 


02 Simplify with boxes 

When painting the light and dark areas 
simplify the shape. You can do this in another 
layer, The strongest lights are followed by a 
darker shade to give a flat and deep feeling 
to the shape. Use the Polyqonal Lasso 
selection tool to create the faces and the 


Paint Bucket tool to fill them with gray colors 


03 Add detail to the object 

Using the Brush tool and a brighter color 
than the base, paint the weapon with an 
almost white color to achieve a metallic 
feeling; note where metal reflects light. Paint 
soft shadows on the holster to emulate 

the fabric. Use the Dodge tool to add 

the highlights and create softer lights 


04 Colors 

Add a new layer in Color blending mode 
and paint with a desaturated blue. Pick 
a green and paint only the shadow side 
of the weapon and holster. In a new 
layer set to Normal mode, paint where 
the highlights will be with a round brush 
at 20 pixels. Smooth out the light and 


shadows on the gun to make it realistic 


O5 More detail and realism 

Add contrast to color to create better 
volume. Soften the fabric with the Smudge 
tool to create a realistic texture. With a 
10-pixel round brush, paint highlights on 
the metal and blend the reflections. Add 
saturation to the shadow area with a layer 
set to Overlay. Add smail details, like 
seams and creases with a small 2—5-pixel 


round brush set to 100% opacity 
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Glasses 


by Bram "Boco’ Sels 


01 Designing the glasses 

The selling power of your image comes from 
the design of the glasses. In this case | went 
for an old mode! that sits on the nose. and | 
Started out by creating two separate layers 
for it; one with a dark color for the frames 


and one with a gray color for the glass 


02 Deciding on the color 

Once you have both layers you can decide 
what material your glasses will be made of 
The glass itself is easy to do, just put the 
layer's opacity to 20% (or more if you want 
thicker glass), and that's it. The frames are a 
bit more difficult, but to begin we'll decide on 
the color we want. | give them a gold/brass 
kind of color by pressing Ctri+U and fiddling 


around with the sliders until | am satisfied 


03 Bevel & Emboss 

For shapes that are thin and small like this 
one, Bevel & Emboss can get you started 
really quickly, Double-click on your frames 
layer in the Layers palette, choose Bevel 

& Emboss in the pop-up, and change the 
colors of the highlights and shadows from 
white and black to browner colors. Hit OK 
and right-click on the layer to Rasterize Layer 


Style. This merges the effect into the layer 


04 Highlights 

Bevel & Emboss can only get you so far 
though. It's a digital effect and therefore 
looks like one, so it helps to go back in and 
manually paint over the effect. Also think 
about where the light is coming from (in my 
case from the top-left) and accent the frames 


with some bright highlights in that direction 


O05 Cast shadow 

To make your glasses even more convincing 
paint in the cast shadow tt leaves on 

the face. It helps to ground the glasses 

on the nose and makes it all the more 
convincing. Finally you can also add some 
little scratches and bumps to the mode! 


to make it a little more worn and used 
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Breakdown gallery 


Find inspiration for your own creations 
with a gallery of diverse characters. 


In this section you will discover a stunning gallery by a 
selection of talented artists, which will also uncover the 
visual progression of each image as they reveal the steps 
behind their process. This will enable you to understand how 
different elements covered in this book can be combined and 
built upon to produce a top-quality character painting. 


by Chase Toole 








Alchemist 


by Andrei Pervukhin 
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Femme fatale 


by Pyeongjun Park 








by YongSub Noh 








Bio-—mechanoid 


by Gerhard Mozsi 
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by Carlos Cabrera 























Moonshine villain 


by Charlie Bowater 
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The socialite 


by Devon Cady-Lee 
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Glossary 


Adjustments layer palette 

Above the Layers palette (if it's missing 

go to Window > Adjustments) you'll find 

the Adjustments layer palette. Each of 

the buttons here quickly creates a new 
adjustment layer on top of the layer you have 
selected. What an adjustment layer does 

is change the way all the layers below it 


look. You have adjustment layers to change 


Background 

The Background layer is the bottom layer of 
the layer stack. It's partially locked because 
you can't put anything below it and it can't be 


directly edited either. It is always at the very 


Blur 

Blurring is a technique that's mostly used to 
reduce details and noise in an image or layer 
In Photoshop there are typically two ways a 
blur can be applied: the first, via Filter > Blur 
(Gaussian Blur being the most notable here) 
the second via the Blur tool, found in the tool 


Bounding box 

The bounding box is an invisible box that 
holds the content of a layer. You can easily 
turn it visible by clicking on the Select tool 
and checking the Show Transform Controls 
box. Now your layer will be surrounded by 
its bounding box. The Transform Controls 
on the side of the box can be used to 
quickly rotate and resize the bounding box, 
simultaneously rotating and resizing what's 


in itas well (see Rotate and Scale) 
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brightness, contrast, levels, hues, colors 

and so on. The benefit of using these layers 
is that you quickly tweak your image without 
actually changing the information in the 
layers below. In other words, you can always 
go back and change or delete the adjustment 


layer later if you're not happy with the results 








bottom of the image and fills up the entire 
canvas (see Canvas). It functions as the 
foundation on which you build your image 


every new layer will be “built” on top of it 


bar under Smudge. While the first applies an 
equal blur to the entire layer, the latter can Bier effect 
be used as a brush in different places. Note 
that once you apply a blur it's irreversible 


$0 it's a good idea to always keep a backup 





layer before you start blurring away 
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The Brush tool can be used to paint lines 
shapes, and textures in any color. It's 
important to set your brushes up in a way 
you're comfortable with. Something that can 
help you tweak the brushes to your liking 

is Shape Dynamics. Shape Dynamics can 
help you mimic real-life brushes by altering 
the brush settings (see image). Putting the 
control of the Size Jitter to Pen Pressure 
mimics the effect of a real paintbrush, When 
you press hard on your stylus a lot of “paint 
will appear on the paper and when you 
press lightly only a little will appear. This 
option is great when doing line art, but also 
when filling larger areas and you want yout 


work to have a traditional textured look 


The Burn/Dodge tools are basically brushes 
but instead of laying down paint they darken 
or lighten the paint that's already there. This 
is really helpful when you want to darken 

or lighten a specific area rather than the 
entire image. Two important settings to keep 
in mind here are Range and Exposure 
Range let's you pick what it is you want to 
darken or lighten and Exposure how hard 
you want to change it. Say for instance 

that the darkest tones of the shadows in 
your painting are too bright: select the Burn 
tool, set its range to Shadows and quickly 
brush over the shadows you want to boost 
tll quickly darken it up while leaving the 


mid-toned and highlight parts of it intact 


The Canvas. much like a traditional painting 
canvas, is the surface you work on. The 
Canvas has nothing to do with the resolution 
of the image (see ), but is merely 
a guide to show you where your painting 
begins and where it ends. Unlike a real 
canvas, you Can easily increase your canvas 


size while working via Image > Canvas Size 
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Clone Stamp tool 

A great way to duplicate patterns, textures 
or brushstrokes is with the Clone Stamp tool 
f you hold Alt with the Clone Stamp tool 
selected you'll notice the cursor changes 
a cross. If you now click anywhere 

on your image that spot will become the 
Starting point for the duplication. Release 
Alt and now you can “paint” with the part 
you've just selected. Another useful trick 

S to change the sample in the top bar to 
Current Layer, which will keep your clone 
restricted to what's in that layer. It's a cool 


trick to duplicate silhouettes and edaes 


Color adjustment layers 

These three adjustment layers are Hue 

Saturation, Color Balance, and Selective 
olor. They are mainly used to change 


the color of the underlying layers 


Hue/Saturation gives you the option to slide 
the entire color scale of the layer at once 


nG aiso iets you saturate and desaturate it 


lor Balance is a bit different. since instead 


changing the entire color scale at once 
t lets you hone in on a specific range and 
hange just that range. Say for instance 
iat you feel your shadows are too cold 
elect Shadows as your tone and move 
the Yellow-—Blue slider towards yellow and 
the Cyan—Red slider towards red. In no 


lime your shadows will feel a lot warmer 


Color mode 
simply put. the Color mode is the method 
n which the pixels in your image are 
rganized. Standard printers only have four 
different inks: cyan, magenta, yellow, and 
black (CMYK) and they create different 
olors by combining those four inks. So in 
Photoshop you can organize your image 
na way that a printer knows how much 
which ink it needs to recreate a color 


similar to what you see on your screen 


That's where the Color mode comes in 
A good rule of thumb is when your image 
will be used on screens use RGB and 


when it will be printed use CMYK 
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Finally, Selective Color goes even further 
and lets you pick a specific color and 
change just that color. Feel your Greens 
aren't lush enough? Just select Green 


under colors and tweak it from there 
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Image Layer ype Select Filta 3D View Window 


F Grayscale 
Adjustments 


Auto Tone Shift+ CtrieL 
Auto Contrast Alt+Shift+ Ctrie+L RGB Color 
¥ CMYK Color 
Lab Color 


Image Size... Alt+Ctri+] 
Multichannel 


Canvas Size... Alt+Ctri+C 
Image Rotation > v 8 Bits/Channel 


16 Bits/Channe!l 
Trim... 


Reveal All 


Duplicate... 
Apply Image... 
Calculations... 
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Contrast ) Image layer 
in Photoshop, Contrast stands for the 


difference between light and dark. Increasing 
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contrast means the dark parts « f your image 
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Flatten 


Flatter simply means al! your layers 
are combined and merged into the 


background layer (see Background 


Needless to say, it's something you only 





want to do if you are absolutely sure 
I 1Of r yer mNnvmNor 
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Gaussian Blur 

Gaussian Blur (Filter > Blur > Gaussian 
Blur) is an easy-to-use filter that blurs your 
selected layer. It's a great tool to virtually 
create depth of field. Remember, blurring 
a layer is irreversible so use it carefully 
Gaussian Blur is a filter, which means it's 
a digital calculation and will therefore look 
digital — if you want a realistic/traditional fee! 
it's best to create the effect without a filter. It's 
a useful tool in a production pipeline where 


things need to go quickly and efficiently 


Gradient tool 

The Gradient tool, much like the Paint 
Bucket tool (which will fill an area around 
the pixel you clicked with your selected 
color), either fills the entire layer or just 
the part you've got selected, and creates a 
gradual blend between two or more colors 
The standard gradient consists of the two 
colors you've selected as foreground and 
background colors, so you can quickly 


create new gradients by using the Color 


Grayscale 

Grayscale is a Color mode (see Color 
node) that turns your entire image to black 
and white, deleting all color information but 


making your file size much smaller. What's 


Highlights/shadows 

Each image can be turned to black and white 
ang seen as a combination of different values 
(see Grayscale). It is in these values thal we 
find the highlights and shadows. Everything 
that's dark can be considered shadow, and 
everything light a highlight (in between are 
midtones). In Photoshop these terms are 
used to let you know where the effects are 
applied — if you use Color Balance, you can 
change the tone to shadows and only apply 


the effect to the darker parts of the image 
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Presets ° 





r = 

r Cancel 
Save 

None Foreground to Sacaground lows 


Gadent Type: Sokt © 


Picker. Alternatively you can also click on 


the gradient in the options bar on top to 


important to know about Grayscale is that 
the Histogram is based on it, and it's a scale 
that consists of 256 different values, ranging 


from black (being value 0) and white (being 


Shadows c 
Amount: RBS] % 
Tonal Width: 50 % 
Radus: 30 px 
¥ 
Highlights 
Amount: 0 % 
Tonal Width: 50 % 


Gradeet Type: Soki © 


Smoothness: 100 % 

” au 

be) . 
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open the Gradient Editor and to manually 


modify it to blend more or different colors 


value 256). Every type of gray can be found 
between those two values. The same scale 
is used by other Color modes too, but there 


each value also has a coior applied to it 


Radius: 30 px 
Adjustments 

Color Correction: +20 

Midtone Contrast: 0 

Black Clip: 0.01 % 

Whte Cip: 0.01 % 

Save As Defaults 


/ Show More Options 


Histogram 

The Histogram gives you an overview of the 
values in your image. You can find it under 
Window > Histogram. It's an especially useful 
tool to keep your values in check. From left 
to right it shows how your values are divided 
On the left are the dark values, on the right 
are the light. In the extended view you can 
also see the values for each separate color 
channel. When using the Histogram there 
are a few things to consider. Is the flow of 
the graph more or less fluent? If there are 
big spikes, there's probably a value that's 
too prominent and should be broken up into 
a few more subtle values. Another thing to 


keep in mind is that your values should stay 


Keyboard Shortcuts (Actions) 
Keyboard Shortcuts work in the same way 
as Actions (see pages 18-19 in the first 
chapter of this book), Using Keyboard 
Shortcuts efficiently can save you a lot 

of time. When you get comfortable with a 
working method you'll notice that you often 
repeat the same steps over and over and 
in that case it pays to have a shortcut for 
it. Click on Edit > Keyboard Shortcuts and 
here you can change the way you access 


most of the tools found in Photoshop 
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away from the absolute left and absolute 
right — those values are pure black and 
pure white and they have the tendency 


to create flat and dull looking images 


heyocerd Shoteuy phe 


Set: Photoshoo Defauts (rodfiec 


Shortcuts For: Appicaton Menus 


Application Menu Command 
D> File 
7 Eor 

Undo/ Redo 

Step Forward 

Step Backward 


Fade 


2 To edit keyboard shortcuts 


e 





Chick in the “Sho 


wie 





* + Cance! 


Use Legacy Channe! Shortcuts 


Shortcut 


Surrrraige.. 


Click on the New Set button to create a copy of the selected set. or select a get to modify 
cut column for a command and press the keyboard shortcut to assign 


Save the set when you are done editing to save all your changes 





Lasso tool 

Getting sharp edges becomes easy when 
you use the Lasso tool. Simply select part 

of your image using the tool, create a new 
layer, fill it with a color and click on Lock 
Transparent Pixels (see Layers palette) and 
you'll have a sharp silhouette, which you can 
fill with whatever you want. There are two 
important Lassos: the basic Lasso, and the 
Polygonal Lasso, which does the same but 
with straight lines. You can quickly alternate 
between the two by pressing Alt. It takes a 


bit of practice, but it absolutely pays off! 
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7 


he Layers palette is your friend! It's one of 


the most important features Photoshop has 
to offer so try to make good use of it. The 
DAaSICS are simple: think of layers as stacks of 


paper, if you cut a hole in the top paper the 


ecomes visible. The Layers 


lette is a visual representation of that stack 





of paper. One of the most important buttons 


The Liquify filter allows you to push. pull 
and deform r selected areas as if they 
were wel paint. You can find this option tr 


window will appear, so you can view tl 





effects before you make 


them f 


The darkest parts of the shadow are usually 
at points of contact, where secondary 
ources cantreach. [hese are alled 

) usION snacow lusion ( rs 

where the mai jow meets the cast 


Each layer (see in your layer 
slack can differ in opacity. Basically Opacity 
whicn IS expressed in ‘o) tells you how opaque 
y( layer is. A layer with 100% opacity is a 
solid layer you cant see through, so every 

pixel in that layer v mpiletely hide the pixels 
below it. Turn it to 5 nd that pixel will show 
5 ff itself as we 4s 5 f what's below 





here is the Lock Transparent Pixels button 
it the top. You can quickly toggle it to lock 
everything in the layer you haven't painted 
on and if you paint on the layer now it will 

only change the parts that have pixels in 

them, Other useful buttons are at the bottom 
Drag and drop layers on them to respectively 


create a folder, duplicate. or delete them 
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Patterns 


When you double-click on a layer in the 
Layers palette, the Layer Style window will 
open. In it you'll find the Pattern Overlay 
option, which is used to fill the entire 

layer with a pattern. You can use these 
patterns to give your image a texture by 
changing the Blend Mode of the pattern 

to Overlay, Soft Light, or Multiply 


Creating your own patterns is also easy 
Simply open up an image from which you'd 
like to create a pattern and click on Edit > 
Define Pattern. You'll now find your new 
pattern in the Layer Style window. Tile- 
able images work best for this since they'll 
seamlessly flow over into each other. On 
sites such as http:// freetextures.3dtotal. 
com and www.cgtextures.com you can 


download tons of tile-able patterns for free 





Resize 


Resizing your image means you either 

decrease or increase it in size. Which of the 
two you do is important though, because in 
the case of the first you'll ask Photoshop to 


use the pixels you have to make the image 


Resolution 

For a lot of people the resolution is a 
complicated concept because they often 
confuse it with the resolution of their screen 
But think about it like this: an image of 

10 « 10 pixels in Photoshop (that’s not 


zoomed in or out) will exactly use 10 x 10 


Rotate 

Rotate is used to literally rotate the layer 
you ve got selected. By turning on the 
Transform Controls (see Bounding 
box) and hovering your cursor over 

the corner of a layer, you will see 


that it changes into a bent arrow 





Bending Optons Defeut 
Bevo 5 Erdos 


Contour 


Texture 
Ss Seap to Origin 


Coir Ow 


Gracent Overby 


smaller, which is usually not a problem, but 


in the case of the latter you'll ask it to space 
out the pixels you have and “invent the open 
spots that'll turn up between them. Increasing 


the image size is usually not a good idea 


pixels of your screen, regardiess of how 
high the resolution of the file is. Why are 
there different options there then? Other 
hardware, such as a printer, does not know 
what pixels are. So in your file you can 


include information as to how it should deal 


With it you can turn a layer 360 degrees 
around to whatever position you want. This 
is useful when you've got different objects 
on different layers and you feel some of 
the objects lack dynamism or don't feel 


like they fit nght in the composition 


Cancel 


New Style... 


/ Preview 


i—. TE 








because you'll end up with a blurry image 
as the pixels become more spread out. It's 
always better to start out big and resize 


your image later, than to do the reverse 


with those pixels. “ppi” stands for pixels per 
inch, and simply tells your printer how many 
pixels it should print on 1 inch of paper 

The rule of thumb here is that images for 
print should have a resolution of 300 ppi 
Images for web have enough with 72 ppi 
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Scale 


Scale is another word to describe the 
size a layer has in your image. In other 


words, how big it is compared to the other 


Selection 

A selection in Photoshop is immediately 
recognizable by the “marching ants 
surrounding it (moving dashed lines) 
It's an important feature in Photoshop 
because what you've got selected is the 


only part of the image or layer that will be 


Sharpen 

Sharpen is a filter that locates the edges in 
your image and then increases the contrast 
(see Contrast) around them, making them 
appear more defined and crisp. The most 
regularly used Sharpen is the Unsharp 
Mask, which you can find under Filter > 
Sharpen > Unsharp Mask, but you can also 


use the Sharpen tool the same way you'd 


Smudge tool 

The Smudge tool does exactly what the little 
icon shows; it pushes your paint around 

It's like putting your finger in wet paint 

and smearing it around. It might sound a 

bit messy, but it’s a useful tool for several 
reasons. First and most important, it helps 


you to be able to generate different types 


Swatches 

It's a good idea to keep a collection of 
swatches. Sites like http://color.adobe. 
com can help you find and save the 
perfect colors for your work (there's also a 
separate palette for that site built directly into 
Photoshop under Window > Extensions > 
Kuler). If you have a color selected, simply 
open up the Color Picker (by clicking on 
the color in the Tools palette) and click 

on Add to Swatches, You'll now find your 


new color in your Swatches palette. Look 
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layers, You can quickly change the scale 
of a layer by turning on the Transform 


Controls (see Bounding box) and dragging 


affected when you work in it. Selections 
can be tweaked and modified by right 
clicking in them and clicking Refine Edge 
By doing this you can see exactly what 
you ve got selected and change how soft 


or smooth the edges of that selection are 


use the Blur tool (see Biur). You might be 
tempted to think of it as a way to reverse 
blurring, but nothing is more wrong. Blurring 
is a way to reduce details and noise, but 
Sharpen can never reinvent all that lost 
detail; instead it will result in an image 


that’s blurred, but with very high contrast 


of edges — instead of having only straight 
sharp edges, some of your edges could 

be blurry and blend with the background 
Second, when you are painting materials 
that have a smooth surface, it helps you to 
blur the surface without losing that painterly 


feeling which you may be looking to achieve 


for color palettes consisting of five colors 
that fit well together and then add a black 
Swatch to separate it from the next five 


You'll then have quick and easy access 


to a few super solid color combinations 








the control points that pop up. Quick tip 


holding Shift while dragging on the corners 


keeps the proportions of the layer intact 





Value adjustment layers 

The first three adjustment layer options 
are your go-to layers to change the values 
of your image. Brightness/Contrast is by 
far the simplest, and provides you with 
just two sliders that you can use to adjust 
the tonal range of the image. The Levels 
panel shows a histogram for the image 
On the left you see the dark values and on 
the right the light values. With the sliders 
you can easily change a specific part of 
the values without touching the values 
you're happy with. The Curves panel is the 
most complicated, but it does the same as 
Levels (it's more expansive if you want to 
micromanage your values). It shows you 
the same histogram, but instead of usina 


sliders it uses a curve to alter the values 





Vignettes 

Vignettes have been used in the photography to the middle of the image, towards what set its blend mode to Multiply and go to 

and film industry for decades. It's a technique is important. In Photoshop a quick way Filter > Lens Correction. Then just click on 
in which the periphery of an image is to do this ts to create a new layer on top Custom where you can change the Vignette 
darkened, which helps to guide the focus of the layer stack, fill it with white, then slider; moving it to -100 works well 


Warp tool 

Sometimes a shape just doesn't feel 100 
right and needs to be altered a little to fit 

In that case the Warp tool is the way to go 
You can find it under Edit > Transform 

Warp. What the Warp tool does is cover your 
layer with a grid that has 16 anchor points 

in it. You can drag and move each of those 


points to transform the layer exactly how you 





want it. Alternatively, in the same menu you 


can also find Distort and Perspective, two 





other great ways to manipulate your layers 





Zoom 


The Zoom function is another great (like traditional painters used to do), you can but the most commonly used is the wheel 
Photoshop feature. Instead of having to have Photoshop do it for you. There are a of a Wacom tablet, or by pressing Ctrl and 


move back from and forward to your canvas few ways to zoom in or out in Photoshop + to 200m in, or Ctrl and - to zoom out 
y 
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Beginner's Guide to Digital Painting: Characters is a comprehensive guide 
for artists wishing to create convincing and detailed characters. It features 
established artists such as Charlie Bowater (concept artist at Atomhawk) 
and Derek Stenning (freelance concept artist and illustrator, with clients 
including Marvel Entertainment and Nintendo) who share their industry 
experiences by covering such aspects as posing characters, choosing 

the correct costumes, conveying emotions, and creating suitable moods. 
Comprehensive step-by-step instructions — including a quick tips section that 
covers how to paint elements that are integral to character design — make 
this an invaluable resource for those looking to learn new skills, as well as 
those pursuing the next level. 


“These tutorials not only provide interesting 
exercises for the beginner to help build a strong 
foundation for drawing and painting, but also provide 
important insights into the mindset of a concept 
artist. Very useful and inspiring!” 


esl Tyee Le 
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